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I. SUMMARY OF THE PROBLEM 
A thesis, presented to the Music Department of 
Boston University, School of Fine and Applied Arts, is en-
titled, Piano Pedagogy: A Comparative Study of Selected 
Methods aimed to provide materials that would aid the tea-
cher and student in gaining a comprehensive knowledge of 
methods that are felt to be distinctive in value to the 
area of Applied Piano. It was.realized that the necessary 
materials containing such information were great in number, 
and often posed a problem of inquiry to the busy or naive 
teacher and student. Therefore it was felt that the problem 
would be better realized if maD1 of the materials were brought 
together in one source, making for easier accessibility. 
Providing such material to the area of piano study 
would possibly bring about a greater awareness of the need 
for an explanation of the many techniques of teaching and 
playing that are often actively employed without explanation. 
It is often that new methods for an area are provided, 
but this document provides a presentation and an analysis of 
piano teaching methods that were composed during years when 
the instrument was at a high peak. This is specifically 
shown in the areas of the development of the mechanism, 
composition, performance, and teaching. 
The four methods used in this study are those of 
Tobias Augustus Matthay, Theodor Leschetizky, Alfred Cortot, 
and Isidor Philipp. A span or approximately one hundred 
years is covered with each method representing at times a 
point, culmination, representing high points in piano peda-
gogy throughout this time. Though time is a factor of 
importance here, the comparison of these methods reveals 
many matters or interest or question concerning specific 
and general principles, ideas, and opinions. 
II. PROCEDURE 
This study is that of historical research, and vali-
dated by the principal use or library resources which were 
historical, pedagogic, biographical, periodical, and general 
reference. More specifically, in regard to the chapter on 
the development of piano pedagogy, information was often 
fragmentary due to the lack or sequential or consistant 
coverage in many sources. For some of the methods presented 
there were many volumes, and for others there were none, all 
from whtch had to be extracted fundamentals, principles, dis-
tinctions, ideas, and opinions that would possibly give a 
cumulative and detailed concept or each pedagogue. 
4 
The comparison had a purpose that was originally 
stated in the first chapter. It was decided that each method 
should be briefly defined after the initial presentations 
so that the reader might have one general concept before read-
ing on to the sub-topics of the comparison. The comparison 
was based on a set of criterion which were derived from the 
specific methods. It was felt that these topics for discus-
sion were broad or general enough so that the reader might be 
able to see how each pedagogue treated each area. There were 
times when only a segment of an area was treated. The sub-top-
ics, Additional Provisions and Distinctive Characteristics, 
included in the last part of the chapter were to provide the 
reader with the defining characteristics of each approach to 
piano study. 
III. FINDINGS 
It was emphasized most vividly from research that (1) 
there is a great need for more pedagogic literature in order 
that students and teaohers may become more aware of necessary 
information, (2) there is a definite and clear relationship 
between the presented methods and the derivative methods used 
today, (3) there is a great need for clarification of many 
misconceptions that persist and exist in regard to piano study 
5 
and the principles of pedagogues, (4) supplementary and 
related literature is important to the acquisition of a com-
prehensive knowledge of pianism, (5) analysis is of fundamental 
importance to piano study, (6) there ahould be unity between 
the mental and physical act in performance, (7) there are a 
tremendous number of acquisitions provided for the learner 
which are so arranged that nothing is left to the 1 fancy• of 
the user, (8) regardless of the student's aim piano study 
should always be approached with utmost attention, interest, 
and concentration, (9) with each fundamental precept there is 
a distinction or modification, and (10) there is a question 
as to the future of pianism in regard to contemporary compo-
sitio~ 
~. SIDOOmY 
The writer wishes to mention that there was a great 
deal of pleasure and knowledge gained from research. It is 
hoped that the organization and content of this study will 
be of assistance to students of piano in the acquisition of 
a knowledge of piano pedagogy from a historical point of view. 
The inclusion of exercises and illustrations was for general 
clarification of fundamental tenets and ideas in regard to 
~ 
special problems of piano technique. 
A misconception exists concerning the fact that piano 
study is independent in its relationship to Music Education. 
One of the aims of Music Education is to expand on its 
first principles, therefore improving the caliber of its 
teachers and the competency of its students. This study 
6 
is to be a contribution to this aim• The ever-present future 
aim would possibly be to continue the goal of growth and 
expansion through question, discovery, and research. 
CHAPrER I 
THE PROBLEM AND SOURCES 
I. THE PROBLEM 
General Statement gt the Problem. Since the late 
eighteenth and early nineteenth centuries, the piano has been 
recognized as an instrument of infinite possibilities as a 
medium of expression. The instrument, whose origin is traced 
to the dulcimer, has experienced many changes in appearance 
and mechanism. During the course of piano development, sty-
listic schools of piano playing, piano composition, and piano 
pedagogy have greatly advanced. 
Five stylistic schools of piano playing in existence 
during the late eighteenth and through the nineteenth cen-
tury were: 
1. The Viennese School of fluent execution and 
transparent texture, Mozart and Hummel; 
2. The Dynamic Romanticists who used an abundance or 
technical power and boundless energy; Beethoven; 
J. The Sentient Romanticists employing delicacy, 
sentiment, and clarity, Field, von Henselt, and Chopin; 
4. The Audacious Romanticists who are characterized 
by impressiveness and wondrous technical exhibition, 
Kalkbrenner, Thalberg, and Gottschalk; 
.. 
5. Masterful Virtuosity, Liszt, von Bulow, Tausig, 
and Busoni. 
It will be noted that some or these musicians• char-
acteristics fit in more than the designated categories; some 
overlap in all five. There were some that were not only 
-· 
pianists, but composers for the instrument as well. 
The schools or pedagogy which developed are too 
numerous to mention inclusively. However, there are some 
that are considered or particular significance, because of 
their distinctive characteristics which represent the sum 
and substance or piano playing development. The teaching 
methods or Clementi, Czerny, Moscheles, Kullak, Liszt, 
Deppe, Leschetizky, Matthay, Philipp, and Cortot have made 
influential contributions to piano pedagogy that have acted 
" 
as mainsprings for specific approaches to piano study. 
2 
Significance g;! the Studx. A great amount or knowledge 
has been accumulated allowing us to learn or certain accepted 
ideas which govern the art of pianism. However, this know-
ledge is provided in numerous volumes. Due to the lack of 
an analysis of these methods as approaches or similar or 
equal effectiveness in one source, many piano teachers remain 
ignorant or some of the basic principles which have been 
~ 
developed and accepted over the years. 
3 
Emphasis on studying piano pedagogy from a historical 
point of view is limited in comparison with the degree of 
emphasis placed on the study of piano literature and pian1s-
-tic styles.' Knowledge of the established piano teaching 
methods would provide a more comprehensive understanding of 
their relevance to derivative methods. such a study would 
be specifically relegated to piano teachers and advanced 
piano students, and generally available to interested persons. 
Delimitations. This study will be limited to those 
methods recognized as principal due to their survival of 
tests of time and their inclusively comprehensive content 
that has been subjected to new ideas, research, and the 
practice of these. Development of the piano will be excluded; 
references to the mechanism will be made only in connection 
-
with the methods. Study will be limited to the methods void 
of the influence of the stylistic schools and those methods 
that make up the so called "Relaxation School." 
Specific Statement 2! !a! Problem. This study will 
(1) give the history and development of piano pedagogy, (2) 
present and analyze four selected methods, (3) give examples 
or illustrations for emphasis or clarification, and (4) make 
-
a comparison of the methods. 
II. SOURCES 
Sources of Intormation ~ Data. Materials for this 
study have been taken from (1) general library references 
(music cyclopedias and histories); (2) specific library 
4 
texts (selected pedagogic and piano literature, and bio-
graphies); and (J) specific periodicals. Libraries of inquiry 
were: 
Boston Public Library 
Boston University School of Fine and Applied Arts 
Library 
.. 
Harvard University Edna H. Loeb Library 
Brown University John Hay Library 
CHAPTER II 
HISTORY OF PIANO PEDAGOGY 
I. EABLY DEVELOPMENTS 
The origin of the keyboard instrument goes back as 
far as ancient Greece. However, for purposes of evolution, 
the following are given as early representatives: (1) the 
organ, extant as early as circa, one hundred twenty B. c.; 
(2) the dulcimer, extant around the twelfth century; (3) 
the clavichord, as early as the twelfth century, but in a 
more simplified form than we recognize it in the Baroque, 
Rococo, and early Classical periods; (4) the virginal in the 
sixteenth century; and (5) the harpsichord in the sixteenth 
century. These were also modified by various mechanisms and 
referred to by other names. Because the mechanism primarily 
consisted of the contact between strings and a striking or 
plucking apparatus, the dulcimer, clavichord, virginal, and 
harpsichord are distinct predecessors of the piano. 
Even though there are few similarities between the 
organ and the stringed keyboard instruments, organ playing 
contributed much to their development. From the organ we 
shall progress to the aforementioned keyboard instruments 
as they may be considered more important predecessors of 
the piano, becaase of reasons of performance, mechanism, 
appearance, and playing innovations. 
Italy. Ideas concerning the playing of keyboard 
instruments evolved long before the influence of Scarlatti 
in Italy. As early as the fourteenth century Venice was 
recognized as the home or culture of instrumental music. 
It was famed for its organists at San Marco who brought 
many students there for study. From lJJ6 to lJ64 there 
were such men as Francesco da Pesaro, Bernardo di Stephanino 
Murer (Bernhard the German), and Francesco Landini. All of 
them were organists; the invention of organ pedals has been 
ascribed to Bernardo di Stephanino Marer. Throughout the 
rest of the foarteenth century and continuing through the 
fifteenth century keyboard musicians were primarily organ-
ists. The innovations that came during these times were 
later applied to the playing of stringed keyboard instru-
•' 
ments. 
In the sixteenth century Adrian Willaert of Flanders 
became the founder of what is called the famous Venetian 
School of Music, and was the originator of a vigorous, 
artistic style of playing (1527). As regards the beginning 
of keyboard music: 
Girolamo Cavazzoni published in 154J in Venice 
his Intovolature cioe Recercari, Canzoni, Himmi, 
6 
Magnificat, etc., which st!rted the great literature 
of Italian keyboard music. 
In 1551, there appeared in an Italian publication 
reference to an instrument called clavicembalo or spinette 
e manachordi; this is reputed to be an early form of the 
.. 
7 
harpsichord. The complete reference is as follows: "Intabu-
latura nova di varie sorte di balli, da sonare per arpichordi, 
clavicembali, spinette e manachordi. 12 This instrument was 
a favorite for young girls. 
In the same year "Nicolo Vicentino and Cipriano de 
Rore took a leading part in introducing and defending the 
newly appearing chromatic music:•J Other organists of note 
were Claudio Merulo da Coreggio, Annibale Padovano, Andrea 
Gabrieli, and his nephew Giovanni Gabrieli, who were primarily 
instrumental in the gradual emancipation of instrumental music 
from diatonicism and the limitations of the vocal style. Some 
of the new forms for instrumental music innovated were the 
York: 
Played 
Music, 
1960)' 
lPaul Henry Lang, Music 1n Western C1vilization1 {New w. w. Norton and Company, Limited, 1941), p. 24~. 
2New Tabulature of Various Sorts of Dances, To Be 
by the Harpsichord, Willi Ap~l, Harvard Dietionatx 2! {Cambridge, Massachusetts: Harvard University Press, 
p. 157. 
3Karl Friedrich Weitzmann, ! Historx g! Pianoforte 
Pla~ing '1 Pianoforte Literature, {New York: G. Schirmer, 
189 ) , p. • 
prelude, intonaz1one, fantasia, and fugue. This may prove 
that the compositions for instruments at this time were 
not always of a contrapuntal nature, but exhibited a freer 
.. 
homophonic style. 
In Rome, during 1587 or 1588, Girolamo Frescobaldi 
8 
and Bernardo Pasquini, • • • •at length treated the clavier, 
with its non-sustained, quickly vanishing tones, in a manner 
corresponding to its peculiarities, so that compositions 
written both artistically and in true clavier-style made their 
4 appearance. 1 
In Venice, in 1593, the first systematic organ and 
·' 
clavier methods by P.· Girolamo Diruta appeared, the title of 
which was: 'Prima parte del Transilvano, dialogo sopra il 
vero modo di sonar organi ed instrumenti da penna,n5 instru-
menti da penna meaning those similar to the harpsichord and 
the spinet. A second part was published in Venice in 1609. 
In the first part Diruta explains the keyboard, 
shows the positions of the hands and the use of the 
fingers; and then proves the truth and necessity of 
his rules by giving several Toccatas of his own, ••• , 
calling attention to the difference between organ play-
ing and clavier playing. The second part teaches how 
melody is to be noted down, gives contrapuntal rules, 
and directions for improvisation with examples. • • He 
4Ibid., p. 9. 
5First Part of the Transilvano, Dialogue on tne Real 
Way of Playing the Organ and the Clavichord, Ibid., p. 12. 
treats further of the ecclesiastical modes and their 
transposition, teaches how to accompany a chorale 
harmonically~ and gives at the close short directions 
for singing. o 
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Early in the seventeenth century there were many ideas 
concerning the use of the fingers, trying to establish as 
proper a fingering as possible. 
• • • Praetorius, who in his Srntagma Musicum (1619), wrote: 'Many think it matter of great impor-
tance and despise such organists as do not use this 
or that fingering, which in my opinion is not worth 
the talk; for let a player run up or down with either 
first, middle, or third finger, aye, even with his 
nose, if that would help him, provided that everything 
is done clearly, correctly, and gracefully, it does 
not much
7
matter how or in what manner it is accom-
plished. 
Lorenzo Penna, an organist, in 1656 published a work, 
1 Li Primi Albori Musicali,•8 concerning what he thought proper 
fingering. 
In ascending, the fingers of the right hand move 
one after the other; first the middle finger, then the 
ring finger, and then the middle finger again; thus 
they run on in alteration, whereby care must be_ taken 
that the fingers do not strike at the same time. But 
in descending, the middle finger moves first, then the 
forefinger, then the middle finger again, etc. The 
left hand observes the reverse order; i. e. in ascending 
it takes the middle finger first, then the ring finger, 
etc. The author gives the additional rule, that the 
6~., p. 9. 
7Henry Edward Kreihbel, The Pianoforte and l!i Music, 
(New York: Charles Scribner's Sons, 1911), p.~5. 
BThe First·Musical Beginning. 
hands· must not lie lower than the fingers, but high, 
and that the fingers should be stretched out.9 
10 
In 1685, Domenico Scarlatti was born; he was to be the 
person to give the keyboard instrument its next major contri-
bution in Italy. However, as time passed along with a growing 
interest in music and new methods or playing were introduced, 
other countries were making their contributions. 
England. Mention has been made or the fact that the 
virginal was extant around the same time as the clavichord 
and the harpsichord. Its use was primarily in England, who 
"had known stringed keyboard instruments from the fourteenth 
century:'• lO 
The music or the English virginalists indicates 
that fleetness or finger was as essential in the 
sixteenth century as it is in the twentieth century, 
and when one reflects on the system or fingering which 
seems to have prevailed up to the time or J. s. Bach 
it is almost inconceivable how sufficient digital 
dexterity to play the music or the early virginalists 
and harpsichordists could be acqu1red.ll 
Very little is known about keyboard playing before 
and during the sixteenth century, but it has been established 
that at the beginning of this century it was a fully developed 
art. Evidence or this is "illustrated by the fact that the 
9weitzmann, sm. cit., p. 19. 
lOxreihbel, sm. cit~, p: 263. 
llLang, ,QR. ill·, p. 289. 
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oldest keyboard composition, Aston's Hornpxpe, does not show 
hesitation or incertitude.•12 
The style of the English keyboard players was passed 
on by John Bull (ca. 1562-1628), whose keyboard works and 
those of others are found in the Fitzwilliam Virginal ~ 
(ca. 1620), to the rest of the continent. ~ ~ Carex•s 
Dompe and~~ WynkfYld 1 s Ro~e, both anonymous, were con-
temporary with Hornpype, and serve as an indication of the 
type of keyboard playing extant before and during the sixteenth 
century~' Of the virginalists it is said, 
It is useless to expect the emotional complexity 
and the pianistic technique of Chopin from the Tudor 
virginalists. But those pieces, in their way, demon-
strate a virginal technique that was in its time the 
counterpart to Chopin's work for the p_iano.l3 
Instrumental music in the late Renaissance can be 
divided into three main classes ••• , and it is the 
keyboard that English composers were pre-eminent • • • 
John Bull, the greatest virtuoso of them all; they show 
a far clearer and more imaginative grasp of keyboard 
technique and style than any of their contemporaries 
abroad, ••• , ••• those pieces, ••• , in which very 
rapid scale passages and, more especially, broken chord4 figures, arpeggios, and brilliant ornamentation occur.l 
12oustave Reese, Music of the Henaissance, (New York: 
w. w. Norton and Company, 195qr,-p749. 
13Hilda Andrews, "Elizabethan Keyboard Music," Musical 
Quarterly, XVI, (January 1930), p. 70. 
14Alec Harman and Anthony Milner, ~ Renaissance and 
Baroque Music, (New Jersey: Essential Books, 1959), p. 9b. 
12 
The virginalists excelled in discant variations of 
secular tunes and patterned variation on plain-song, 
ground basses, an4_melod1es of the passa-mezzo family 
which all involved a purely instrumental cantua firmus 
technique. Under the flow of rapid scale passages, 
inexorably repeated rhythms, syncopated and dotted 
figures, arpeggios, broken octaves, and percussive 
chord successions the tunes were at that time com-
pletely atomized.l5 
The fingering used by the virginalists employed the 
three middle fingers with very little use of the thumb, the 
fourth finger of the left hand crosses the thumb in stepwise 
ascent, and no use of the little finger. Considerably later, 
in 1673, Matthew Locke (ca. 1630-1677) and Playford (ca. 1623-
1686) wrote concerning keyboard playing, 
Locke's Melothesia gives besides •certain Rules 
for playing upon a continued-Bass• a number of lessons 
and suites by Locke himself, Gregory, Banister, and 
others. 
In Playford's collection Musick's HandDia1d,: the 
French influence manifests itself especially in the 
partial adoption of the French symbols for graces and 
ornaments, whereas Locke's Melothesia is restrfgted 
to the old method of single and double dashes. 
The principal virginal players and composers were: 
William Byrd (1543-162)), John Bull, Orlando Gibbons (1583-
1625), Thomas Tallis (ca. 1505-1585), Thomas Morley (1557-1602), 
and Giles Farnaby (ca. 1560-1640) •· In addition to collections 
15Manfred F~ Bukofzer, Music of the Baroque ~' (New 
York: w. w. Norton and Company, 19W7), p. 72. 
16 . ' .. lB!S·, pp. 191 and 192. 
mentioned before there was Queen Elizabeth's Virginal Book, 
appearing between the last part of the sixteenth century 
13 
and the early seventeenth century, ~ Ladye Nevells Booke 
(1591), Benjamin Cosyn's Virginal~' !1!! Foster's 
Virginal ~. and Mulliner Book. The first printed clavier 
compositions appeared in the first twenty-five years of the 
seventeenth century, "Parthenia or The Maydenhead Q! ~ 
first musicke ~ ever ~ printed for the Virginals SQm-
posed Rz three famous Masters, William ~. John Bull and 
Orlando Gibbons, Gentilmen of n!§ Magesties ~ Illustrious 
Chappela.:•l7 
France. From 1650 to 1700 Louis XIV reigned in France. 
It was during this time that the first French School was 
established under the leadership of Jacques Champion de 
Chambonni~res (ca~ 1602-1672). Of him it is said that he was 
always able to draw an unusually full tone from t~e clavecin 
.. 
through his peculiar style of touche His pupils were Gaultier 
(ca. 1600-1672), Le Begue (1630-1702), d 1Anglebert (1635-1691), 
Louis Couperin (ca. 1626-1661), and Fran9ois Couperin (1631-
1703). Most of these men were players of the organ and the 
clavecin. 
17weitzmann, gp. cit., p. 25~ 
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The second French School was made up of Louis Couperin, 
the uncle of the later Fran9?is Couperin, Gigault (1625-1740), 
Le Begue, Nivers (1617-1714), Dandrieu (1684-1740), Fran9ois 
Couperin (1668-1733), and led by Jacques Champion de Cham-
' bonnieres during its early years. The greatest individual 
contributor of them all was Fran~ois Couperin. 
Many of Couperin 1 s ideas on fingering and ornamentation 
were adapted by J. s. Bach, and later, partially by c. P. E. 
Bach. Couperin 1 s ideas were manifested in his work, "L'Art 
M toucher _a clavecin, 1118 1716. In that Couperin was the 
most outstanding innovator of the French School, he will be 
discussed more at length with the other two musicians whose 
work was of primary significance at this time, Domenico 
Scarlatti and J. s. Bach. 
Germany. As in the case of Italy, Germany's early 
keyboard musicians were organists, and it was not until the 
early sicteen hundreds that men played both organ and clavier. 
During these early centuries of German music the tera clavier, 
then spelled with a "c" referred to any keyboard instrument. 
The letter "k" was not used until approximately 1775, refer-
ring specifically to the pianoforte. 
The more outstanding of the keyboard players during 
the fifteenth and sixteenth centuries were Conrad Paumann 
l8The Art of Playing the Harpsichord. 
1.5 
{ 1410-147.3), Paulus Hofhaimer { 14.59-1.5.37) ,. Hans Leo Hassler 
{1564-1612), and Melchoir Franck (ca. 1.57.3-16.39). 
As regards fingering of the early German players, the 
following example shows: 
'The earliest marked fingering of which we have 
any knowledge is that given by Ammerbach in his 
Orsel- oder Instrument- Tabulatur,' {Leipzig, 1.571). 
This, ••• , is characterized by the almost complete 
avoidance of the use of the thumb and little finger 
the former being only occasionally marked in the 
left hand, and the latter never employed except in 
the playing of int~rvals of not less than a fourth 
in the same hand.·l~ 
A very influential musician was Jan Pieterszoon 
Sweelinck {1.562-1621) whose contributions have provided a 
necessary link to the future of German keyboard music at 
that time. 
sweelink • • • was greatly indebted to the 
keyboard figurations and variations of the English 
virginalists, and was thoroughly a~guainted with the 
Italian fantasia and toccata • • • 
• • • an outstanding teacher, and his pupils 
included Scheidt and Scheidemann, the latter of whom 
taught Reinken, who in turn conside~ably influenced 
Bach.21 
Three other influential men or the German School were 
"' Johann Pachelbel (165.3-1706), Jacques Champion de Chambonnieres, 
19Kreibel, 22· cit., p. 264. 
20Harman and Milner, .2:2• cit., p. 112. 
21 4 
..Ie!,g. ' p. 11 • 
and Dietrich Buxtehude (ca. 1637-1707). Pachelbel passed 
on the virtuoso style of keyboard playing that prevailed 
in the Austrian school to central Germany. Buxtehude's 
compositions reflected the trends that had developed before 
and during his time, and provided a necessary link to the 
work of J. s. Bach. The trends and ideas of the French 
were transmitted to Germany by Chambonnieres. 
16 
Johann Mattheson (1691-1764) once exclaimed of one of 
Bach's Leipzig predecessors, •one of the most important 
1pillars of clavier music' was Johann Kuhnau.•22 Kuhnau 1 s 
preludes elaborate on one technical problem at a time, and 
are in this respect related to Domenico Scarlatti's "sonatas• 
and Chopin's Etudes. 
Scarlatti, Couperin, ~ Bach. Domenico Scarlatti 
(1685-1757), who is often referred to as the father of modern 
piano playing, contributed a significant part to the develop-
ment of technical virtuosity. The •revolution• in ideas for 
the harpsichord was such as Liszt had done for the piano. In 
Scarlatti's works are found the crossing of the hands, passages 
of double notes, the use or unusual arpeggio passages, and 
the rapid repetition of one note; these are found in the 
22Marion Bauer and Ethel Peyser, Music Through ~ Ages, 
(New York: G. P. Putnam's Sons, 1946), p. 1)8. 
sonatas, Essercizi. Unfortunately Scarlatti's sonatas are 
the only evidence of his ideas on playing the keyboard in-
strument; there was no written book or treatise by him. 
That Couperin was fully conscious of the 
possibilities inherent in the harpsichord idiom is 
convincingly proved by his ~'Art ~ toucher 1& cla-
vecin (1716) in which he advocated a modernizing 
17 
and practical fingering. Although not the first 
method of keyboard playing it was the most authori-
tative book on the subject ••• the two manuals of 
the instrument became an absolute essential for his 
music. Couperin criticized the excessive use of 
arpeggiated figures in the left hand which were in 
his opinion characteristic of the Italian sonata 
rather than that of French music. Symptomaticly, he 
put the greatest emphasis on the2Qorrect realization of the symbols of the agrements. J 
Couperin proposed • • • several reforms that 
approach modern principles of fingering, notably, the 
use or the small finger and thumb for smooth playing 
of scal~s, and the legato rendition of two para.llel 
thirds. 4 
The trill and ornament in the works of the 
clavichord and harpsichord are means to sustain tone 
in instruments lacking sonority. These effects were 
achieved by Couperin • • • influenced by his Italian 
friend Corelli.25 
• • • the thumb is employed frequently in wide 
stretches and in running passages for the left hand, 
but in the right no more frequently than others had 
used it. Characteristic of the Frencp school at 
this time is the replacement or one finger by another 
on an unrepeated held tone along with direct repeti-
tions of a single finger in running passages. 
23Bukofzer, 22• cit., p. 251. 
24~.' p~ 378. 
25Bauer and Peyser, .2.2• ill•, p. 135. 
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A very important innovation of the new method 
was the turning under2gf the thumb in running and arpeggiated passages. 
Though much of Franyois Couperin's work pertains to 
fingering and ornamentation, he also treated what, today, is 
referred to as phrasing, style, and expression. Couperin 
did not influence, but interested Bach by his innovations in 
clavier technique; his book was not published until Bach 
had made his own findings on the use of the thumb and other 
problems of technical adjustment. Both musicians recognized 
the old fingering as well as the new, and often made use of 
them side by side. 
Before turning to J. s. Bach, one other French clavecin 
player should he mentioned. D'Anglebert introduced a tech-
nique that in many ways surpassed his predecessors. He used 
the full compass of the clavecin and transferred the sonori-
ties of Lully's orchestra to the clavecin which is an early 
parallel to the orchestral expansion of piano technique by 
Beethoven and Liszt. 
D1Anglebert 1 s ideas were followed by Jean Philippe 
Rameau (1683-1764), who "expanded the keyboard technique by 
the quasi-orchestral and percussive batteries, extreme skips, 
crossing of the hands, and measured tremolos.•27 Many of 
26william J. Mitchell,'C. P. E. Bach's Essay: 
Introduction,• Musical Quarterly, XXXIII (October, An 1947), p. 471. 
27 . Bukofzer, ~· £11., p. 253. 
innovations are very close to those of the Italian school, 
particularly those of Scarlatti. 
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The three books of Pi~ces de Clavacin by Jean-
Philippe Bameau sum up the entire development or 
clavacin technique in France. In the prefaces Rameau 
codif~gd the fingering and the agrements in definitive 
form. 
The principle of equal temperament dates back as far 
as the early sixteenth century, but was not embraced by 
Johann Sebastian·Bach (1685-1750) u.ntil the eighteenth cen-
tury. In this work, ~ Well-Tempered Clavier, which removed 
all restrictions as to the key in which it was possible to 
write, he recognized the necessity for making freer use of 
the thumb and the fifth finger, which had previously been 
avoided. Before equal temperament, the black keys were sel-
dom used, and most of the playing was done with the three 
middle fingers. Of Bach's playing, Forkel has said, 
'Bach played with so easy and small a motion of 
the fingers that it was hardly perceptible. The 
fingers rose very little from the keys, hardly more 
than in a trill. An unemployed finger remained in the 
position of repose. The fingers were placed upon the 
notes as to be in full control of the force that they 
might be called upon to exert.• Evidently, the dis-
covery of weight playing is not so modern as some 
would have us believe.~' 
Ascending scales were played with characteristic 
crossings or skips of the third over the fourth or 
28~., p. 252. 
29Edwin Hughes, "The Forty-Eight from the Player's 
Standpoint," Musical Quarterly, XI (July, 1925), p. 449. 
even the fifth. The frequent slidings of the same 
finger from one key to the next were greatly influ-
enced by the light touch or the old instruments. 
From many extant examples of original fingerings 
• • • show that even in the octaves the thumb was 
often avoided. Thirds were always fingered with the 
second and fourth fingers so that parallel thirds 
could be rendered only staccato.JO 
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This shows that despite the innovations of Bach, the latter 
style of playing persisted well into the late Baroque period. 
Bach's ideas were remarkably advanced for this period of 
music. He expanded many of the ideas of Francois Couperin 
in a systematic manner. 
Among Bach's enormous number of compositions, his in-
ventions, preludes, and fugues are often referred to as 
being more geared to the problem or technique than the others 
for the keyboard. In his inventions, 
Bach wanted to give the student 'a strong foretaste 
of composition' and teach him how to 'play neatly' and 
'in a singing manner. 1 The technical purpose becomes 
especially clear in the three part sinfonie which 
challenge the musicianship and proficiency of the per-
former more severely than a four or five part fugue 
does.31 
Other writings on clavier playing by the exponents 
of the German school at this time are: Heinichen 1 s General-
~and Niedt's Musicalische Handleitung, a text from which 
Bach's principles were derived. 
JOBukofzer, 22• £!!., P• 378. 
31Ibid., p. 287. 
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Carl Philipp Emanuel ~. The link to the period 
from which the ideas of Clementi, Mozart, and Beethoven were 
derived is provided by Carl Philipp Emanuel Bach (1714-1788). 
-A son of J. s. Bach and probably the most authoritative 
exponent of the German school, he was a great performer on 
the clavier and an outstanding teacher. Having mastered 
his father's principles and devising some of his own, he 
handed them on in an essay, •versuch ~ ~ wahre Art ~ 
Klavier ~ spielen.•32 One significant difference between 
the father and the son was the fact that the latter branched 
away from his father's adherence to polyphonic writing and 
pursued a homophonic style instead. This style exercised a 
sufficient influence on the pedagogic work of those to 
follow. 
His numerous works for the harpsichord had a 
significant influence on the change of style in 
German music. He built the foundation for the 
piano style and sonata form upon which the great 
masters of the Viennese School erected their works. 
His ascendency was especially felt by Haydn, Mozart, 
and Beethoven, who revered him as their 'teacher• 
and 'intellectual father•.JJ 
The writing of Fran9ois Couperin, ~'Art de toucher!! 
clavecin, was probably the most influential writing of his 
J2Essay on the True Art of Playing the Klavier. 
33walter Dahms, 1The 'Gallant' Style of Music,• 
Musical Quarterly, XI (July, 1925), p. 363. 
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time. ~ The next was c. P. E. Bach's Versuch  ~ wahre 
Art das Klavier ~ spielen. Evidence of Bach's greatness is 
found in a poem written by Friedrich Gottlieb Klopstock (1724-
1803): 
Tarry not imitators, 
For you must blush if you remain. 
Carl Philipp Emanuel Bach, 
Profoundest harmonist, 
United novelty and beauty; 
Was great 
In text-led strains 
But greater yet 
In bold, wordless music; 
Surpassed the inventor of key instruments, 
For he raised the art of performance 
Through teaching 
And practice 
To its perfection.34 
Bach's fame as the founder of a school was achieved 
much more significantly through the agency of his music and 
his writing. His essay became famous as an instruction book 
almost immediately and reached many student throughout the 
last half of the eighteenth century. It was written for the 
student whose aim was complete mastery of the keyboard; and 
the introduction to both parts reveals the awareness to the 
general state of musical instruction of that time. 
The Essay is first and foremost a practical book 
that was designed less for discussion than for 
instruction. Its ancestry runs back through works 
like Mattheson's General Bass Schule, Heinichen's 
34Mitchell, QQ• £11., p. 470. 
Generalbass, to N1edt 1 s Musicalische Handleitung, 
••• Also in the background is Francois Couperin 1 s 
~'Art de toucher ~ clavecin. 
Primarily the book seeks clarification and 
improvement of the keyboardist•s lot through a 
painstaking ordering and exposition of the sever~l 
factors that relate to the practice of his art.J' 
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• • • • • • • • • • • • • • • • • • • • • • • • • 
Nowhere is Philipp Emanuel 1 s indebtedness to his 
fether more clearly expressed than in the chapter on 
fingering. The son worked out the details, but the 
father fixed the basic principles. 
• • • • • • • • • • • • • • • • • • • • • • • • • 
or the older fingering, it can be said that it 
lacked systematization. It was conditioned by 
earlier musical styles and was characterized by 
a sparing use of the thumb and fifth finger6with consequent favoring of the middle fingers.J 
Due to the 1 birth 1 of the pianoforte, many of 
c. P. E. Bach's ideas were geared to application on this 
instrument. The mechanical principles of the piano made it 
necessary to exert a great deal more pressure while playing. 
Bach claimed that to secure the power needed for this pres-
sure, a lifting or the hands was permitted. or the clavier 
and harpsichord he says, 
Whoever can play the .cl~vichord well will be 
able to do the same on the harpsichord also, but not 
vice versa. One must therefore employ the clavichord 
J.5llli~ ' p. 469. 
J6~., p. 470. 
learning good performance, and the harpsichord fQ7 
acquiring the requisite strength in the fingers.J 
Bach also fixed the place of the thumb in the scale 
and used it and the little finger freely i.n all positions. 
O.n fingering he advocates 
••• cultivated evenness of touch by ending 
each application, ••• drawing it inwardly toward 
the palm of the hand with a caressing motion, which 
transferred the requisite amount8of pressure to the next finger in passage playing.J 
Concerning the sitting position, Bach recommended that the 
player sit exactly in the middle of the keyboard. 
Bach provides chapters on intervals and thorough-
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bass which are primarily concerned with the fundamentals of 
accompaniment. They were considered a must for every student 
accompanist. Attention is directed to chord construction, 
doubling, spacing, and progression. 
On ornamentation, an area to which Couperin gave much 
attention, the following shows the topic as treated by Bach: 
••• treats free elaboration only briefly, in con-
nection with the performance of fermatas and cadenzas 
• • • the, • • • short embellishments, the appogia-
turas, trills, turns, etc •••• Bach directed his 
full attention. First he classified each type and 
designated a distinctive sign, notation, or position 
37Taken from C. P. E. Bach's Versuch uber ~ wahre Art 
das Klavier ~ spielen, Part I, 1753, p. 11 by Nathan Broder, 
•Mozart and the Clavier,• Musical Quarterly, XXVII {October, 
1941), p. 423. 
?8Henry Edward Kreihbel, The Pianoforte and ~ Music, 
p. 267. 
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for each subtype.~9Much more ••• was the specifying of each ornament.J 
Concerning improvisation, Bach presents himself as 
an analyst whose procedure is to discuss each inflection 
with relation to its normal behavior. On performance, his 
third chapter, Bach makes technical mastery only a contri-
bution to the expressive end that he sought. Points he 
stresses are those concerned with expressive playing with 
correct articulation and interpretation. His aim for inter-
pretation was, •to seek and interpret correctly the true 
content of each piece that he (the student) performs.•4° 
Among Bach's students were Johann Wilhelm Hassler, 
Nicolaus Joseph Hullmandel, and Johann Christian Bach, his 
younger brother. Another brother, Wilhelm Friedemann Bach, 
was said to have been an organist on the level of his father 
and was a most outstanding clavier composer. 
The most notable and influential German Clavier 
Methods, and works treating the Art of Clavier-
playing, belonging to this earlier period were issued 
in first editions in the following succession: 
1738-Franz Anton Maichelbeck-'Die auf dem Clavier 
lehrende Cacilia' (Cecilia Teaching at the Clavier), 
tells how one plays from scores with three or four 
parts, good instruction, rules in composition; 
39Mitchell, ge. cit., p. 472. 
40 .. Ibid., p. 474. 
1750-Friedrich w. Marpung- 1Die Kunst das Clavier 
zu spiel en 1 (Th! Art of playing the Clavier, part 
one, One Thorough Bass, second part); 
1753-Carl Philipp Emanuel Bach•'Versuch uber die 
wahre Art das Klavier zu spiel en'; 
1755-Friedrich w. Marpung-'Method of Clavier-
playing, discussed in accordance with the elegant 
Practice of the Present Time'; 
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1765-Georg Simon Lohleim-'Clavier Method, or short 
and thorough Instruction in Melody and Harmony,• Illu-
strated throughout with practical examples; 
1767-Johann Samuel Petri-'Anleitung zur praktis-
chen Musick' (Introduction to practical Music); 
1783-Treatise-'Short but plain Instruction in 
Clavier-playing; 
1789-Daniel Gottlob Turk- 1Clavierschule oder 
Anweisung zum Clavierspielen fur Lehrer und Lernende' (Clavier-Method, Or Instruction In Clavier-playing 
for Teachers and Learners); 
1804-A. E. Muller-'Clavier and Fortepiano Method.a41 
Clavichord and harpsichord, the remaining predecessors 
of the piano, were the primary instruments that led to the 
eighteenth century. The clavichord was an instrument that 
possessed a very small tone; increase or decrease in tone, 
sustained tone, and a vibrating tone were possible due to 
its construction. The ability of this instrument to sustain 
a tone lent it particularly well to the performance of poly-
phonic music. 
41Karl Ernst Weitzmann, ! History of Pianoforte Play-
!Sg and Pianoforte Literature, pp. 59 and~O. 
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The manner in which the key was played on the 
harpsichord made very little difference in the quantity of 
quality of tone. This was one of the reasons why one us-
ually finds two manuals on the later models; to offer some 
variation other than what was provided in the composition, 
terraced dynamics. The main provlem was to avoid holding 
the key down longer than necessary so that the mechanism 
could prepare itself for further action. Since this was a 
main characteristic, it helped to develop alertness of the 
fingers and agility. The legato touch, as we know it today, 
was not possible on this instrument. 
These instruments, along with the heritage of music 
and research provided an immense foundation on which the 
future men of the keyboard were able to build their ideas. 
II. THE EIGHTEENTH CENTURY 
From the eighteenth century through the twentieth 
century, this discussion will center around the individual 
contributions made by certain men and their relationships 
with each other that provide the bonds that give the re-
mainder of this history continuity and some degree of 
consistency. At this time we find principally the work of 
Clementi, Mozart, Dussek, Beethoven, Cramer, Czerny, and 
Hummel. 
Muzio Clementi. Clementi (1752-18.32) and c. P. E. 
Bach were contemporaries for about thirty years, and the 
former learned much from Bach whose principles were the 
foundation for Clementi's ideas. Clementi, who it has 
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been said provided the first music specifically for the pi-
ano • • • •was undoubtedly the first to study thoroughly the 
characteristic technical possibilities or the piano.•42 
It was Clementi, who opened the way to the modern 
style or playing with its greater sonority and capa-
city for effects. Under him passage playing became 
something almost new; deftness, lightness, and fluency 
were replaced, or consorted with stupendous virtuoso-
ship which rested on a full solid tone.4.3 
It is unfortunate that information of sufficiently 
definite character is not available regarding the pedagogic 
methods or Clementi; however, there is record or his ideas 
and innovations. He made a special point of trying to de-
velop absolute evenness or touch with all fingers by making 
them equally strong and independent. 
A reposeful attitude of the hand was also one or 
his characteristics, for he is perhaps the first of 
the players who practiced the devide of balancing a 
coin on the back of his hand while in aotion.44 
42Leslie Hodgson, "Piano Playing and Piano Literature,• 
~ International Cyclopedia of Music ~ Musicians, (New 
York: Dodd, Mead, and Company, 1958), p. 14oo. 
4.3Kreihbel, 22• ~., p. 270. 
44Ibid. , p:' 271. 
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As to the position of the hand, 'Clementi was of the opinion 
that the upper part of the hand from the knuckles to the 
wrist, should present such a surface that a piece of money 
might be placed on it to prove that the fingers alone were 
engaged in the execution.•45 
At first, Clementi was concerned primarily with gain-
ing great velocity, acquiring as he went along a special 
facility in double-note passages, which had been generally 
avoided since Scarlatti's day. Later, however, he became 
more interested in the more essentially musical aspect of 
playing, stimulated by a friendly contest with Mozart. 
• • • in 1801 he publishe46his Introduction to 
~ Art Q! Playing the Piano. 
During his lifetime, Clementi wrote a monumental set 
of on~-hundred studies for the development of technique • 
• • • as a result, that which comprises the 
master's life and trends is no more than the Gradus 
!£ Parnassum (1819-1825)--the exercises destined to 
make supple the fingers of the executant, that is to 
say the cement which lay between the magnificent 
stone quadrants of his piano edifice·. 
This 'pedagogue• is satisfied to publish, in the 
guise of a method, a very simple and succinct abridge-
ment for the use of the student, where exercises were 
45J. A. Fuller Maitland, 'Pianoforte Playing,• Grove'A 
Dictionary of Music and Musicians, (New York: The Macmillan 
Company, Vol7 IV, 1935), p. 168. 
46aeorges de Saint-Foix, 1 Muzio Clementi," Musical 
Quarterly, IX (July, 1923), p. 366. 
replaced by an interesting collection of English, 
French, Turkish, and Russian, etc., popular airs; 
while ••• , he mingles with the most grandiose 
sym9honies and the most airy fantasies of his 
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Gradus ~ Parnassum exercises in virtuosity and4atyle which are marvelously musical and to the point. ¥ 
It must be mentioned that Clementi worked during the 
period when the piano was in the final stages of superseding 
the harpsichord, and because of this the teaching methods he 
used were based on instructive materials that he devised with-
out using previous models. His Gradqs ~ Parnassum has been 
in use since its publication. Hans von Bulow is just one of 
many editors who prepared new editions over a period of use-
fulness for more than a century. Though none of his pupils 
have written a detailed description of his method of teaching, 
his work gives him the title "founder of modern piano tech-
nique,• the principles of which have never been superseded. 
Additional proof is the number or his pupils who later 
became either great virtuosi or teachers: Field, Cramer, 
Moscheles, Kalkbrenner, Klengel, and Zeuner. 
Wolfgang Amadeus Mozart. Mozart (1756-1791) empha-
sized clarity of texture and fluency of technique. 
• • • the importance Mozart must have attached to 
the songful projection of melody, to rapid finger 
47 Ib1d., p • .351. 
action, to carefully planned fingering, and 4§ 
minimal motion in arm and hand touches • • • 
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is evidenced by his compositions. Mozart felt that nothing 
should be sacrificed for the beauty of the music, nor should 
beauty be sacrificed for the sake of expressiveness, audacity, 
and bravura. A response of his to a performance where the 
above was not regarded is: 
He took the first movement prestissimo--the 
'Andante• Allegro and the 'Rondo' even more prestis-
simo ••• Well, what good is it? ••• The listener (I mean those who deserve the name) can only say that 
they have seen music and piano playing. They hear, 
think, and--feel as little during the performance as 
the player himself ••• Besides, it is much easier 
to play a thing quickly than slowly; in difficult 
passages you can leave out a few notes without4any-one noticing it. But is that beautiful music? 9 
Music in the day of Mozart was characterized by 
chord playing or production of mass effects, but clarity 
and transparency, qualities which belonged to the instruments 
or his day; principally the clavichord and harpsichord though 
the piano had been invented. Mozart's ideas on playing have 
been explained in the following: 
Closely allied with correct articulation is the 
proper touch for each style. One can only sum up 
48william s. Newman, Styles ~ Touches 1n Mozart's 
Keyboard ~)sic., (Evanston, Illinois: Summy Publishing Com-
pany, 195 , p. 10. 
49Emily Anderson, Letters 2! Mozart and H1! Family, 
(New York: The Macmillan Company, 19JS), II, p. 662. 
this phase of the problem by suggesting that the 
fingers do a major part of the work, including all 
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of the legato passages and the occasional, very rapid 
staccato ones. The hand, working in one piece from 
the wrist, will play all of the crisper staccatos 
short of those very rapid ones. The forearm working 
in one piece from the elbow, will be reserved pri-
marily for the heavier chords and octaves that are 
not too fast. And the full arm, • • • will take 
another major share of the work by moving the hand 
to each new position; by initiating each 'legato-and-
expressive' slur, short or long; by providing accents 
while another touch is in use; a~g by playing the more 
leisurely, expressive staccatos.' 
• • • • • • • • • • • • • • • • • • • • • • • • • • • 
Much depends on the sensitivity and purposefulness 
of the phrasing. The daw~er pedal must never blur 
the line or its harmony.' 
Johann Ladislaus Dussek. Dussek (1760-1812) was the 
first to place the piano sideways on the stage and to com-
pose finger exercises away from the keyboard. Concerning the 
sitting position, he felt that the pianist should sit a lit-
tle to the left, because or the difficulty of giving action 
and power to the left hand. He directs that the hand should 
lean towards the thumb, so that the third and fourth fingers 
may not be placed too much sideways. He also p~bl1shed a 
method or playing and was a colleague or c. P. E. Bach, 
Mozart and Haydn. 
50Newman, _sm. ,ill., p. 10 
5libid., p. 11. 
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Ludwig~ Beethoven. With the very marked increase 
in admiration for Beethoven (1770-1827) and his work, the aims 
of many of the technical experts were turned in the direction 
of sonority rather than eloquence or velocity in execution. 
Beethoven was a player of great dynamic energy whose com-
positions by their very nature demanded a new type of pianistic 
production • 
• • • the claim of great digital facility to 
first consideration suffered an eclipse and the 
inevitable reaction on the part of Beethoven's con-
temporaries to his personal style of playing and to 
his music was the cultivation of a more aggressive 
approach a5nd the eventual sacrifice of tonal beauty to power. 2 
His pupil, Carl Czarny, spoke of Beethoven as a pedagogue, 
He attached great importance to correct position 
of the fingers in his teaching (according to th~3sohool of Emanuel Bach, which he used in teaching me).' 
The first pianists with their uncompromising insistence upon 
clarity had permitted b~t sparing use of the damper pedal; 
Beethoven was the first to recognize the artistic possibi-
lities of greater recourse to it. 
~Cramer. Cramer (1771-18.58), like Clementi, was 
more interested in the musical essence of playing than in 
.52aodgson, 22• cit., p. 1400 • 
.53aenry Edward Kreihbel, The Pianoforte and 11! Music, 
p. 272. 
facility as an end in itself. He also exerted a great 
influence on the development of playing through his texts, 
"Etude ~ Exercices doigtes guarante-deux"54 and Fifty 
Selected Pianoforte Etudes ~ l· ~. Cramer. 
J4 
In systematic progression with a thorough criti-
cal revision of the fingering, and marks of expression, 
together with instructive notes, for Use in the Piano-
forte Classes of the Royal Music School of Munich. 
Edited by Dr. Hans Bulow.55 
~ Czarny. Many piano pedagogues of the past have 
preserved their methods of teaching in the studio through 
treatises prepared either by themselves, or in numerous 
instances by their pupils. As in the case of Clementi, there 
is no means of ascertaining how Czarny (1794-1870) worked 
after he became one of the most famous piano teachers of all 
time. A pupil of Beethoven, whose piano works became his 
special study, he also made the acquaintance of both Hummel 
and elementi, profiting by all the ideas which either one 
imparted that appeared to him worthy of retention. 
Czarny began,his teaching career at sixteen; and 
after becoming established as a pedagogue, he taught only 
those who gave evidence of real talent. His pupils include 
54study in Forty-Two Exercises. 
55weitzmann, QR. 211., p. 105. 
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Mme. Belleville-Oury, Liszt, Leschetizky, Thalberg, and Jaell. 
There is no doubt that while Czarny's methods of 
teaching were not as completely original as those of 
Clementi, it was the remarkable group of etudes to 
be toung in Opp. 299, 300, 335, 337, 355, 365, 399, 
400, and 740 that proved his ability to create 
vitally important material in the field of piano 
instruction; many of these etudeg are still used by 
European and American teachers.' 
Johann Nepomuk Hummel. Hummel (1778-1837) was a 
pupil of Mozart and an exponent of the "light Viennese action, 
which was conducive to the acquirement of the nimble fingered 
velocity and grace, and reputedly possessed brilliant virtu-
n57 
• • osity, with exceptional elegance of style • 
• • • a teacher of many pupils, composer, a stu-
dent of Mozart and Clementi who absorbed thoroughly 
the teachings of the two so aptly that in later years 
he attained to the high position of the perfecter of 
the euphonius, lyrical pianoforte style, both as a 
player and composer. 
Author of an extended piano method, Hummel surpassed 
all earlier works of this type. His followers were Ferdinand 
Hiller, Julius Benedict, and Rudolf Wilmers. Other pupils of 
his were Ernst Pauer, an eminent teacher and pianist, and 
56Albert Ernst Wier, ~ Piano, ~ History, Makers, 
Players, and Music, (London: Longmans, Green and Company, 
1940), p.-z47. 
57Hodgson, ~. g!!. 
58weitzmann, QR._2!!., p. 111. 
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Johann Peter Pixis. His method was similar to that of carl 
Czerny, and was calculated to give the pupil the utmost 
velocity, smoothness, and brilliance. One particular inno-
vation was that of the position of the hand; it was to be 
placed so that the thumb and the little finger formed a line 
parallel to that of the keyboard. The elbows were to be held 
slightly apart from the body. 
Towards the end of the eighteenth century many players 
of the piano emphasized such characteristics as sentimentali-
ty, pointless technical display, and superfluous bravura. 
Some of these characteristics were carried over into the nine-
teenth century, but there were many who composed and taught 
to avoid excessiveness. 
Men of note in piano playing and innovation at the end 
of this period were John Field, Friedrich Kalkbrenner, and 
Ignaz Moscheles. 
iQhn Field. An outstanding pupil of Muzio Clementi, 
Field (1782-1837), was distinguished by the most smooth and 
equable touch, "perfect legato with supple wrists and quiet 
position of the hand, a suave and singing tone, capable of 
endless modifications and delicate shades of expression.•59 
59E~ Danreuther1 •John Field,• Grove 1.§. Dictionary of 
Music and Musicians, (New York: The Macmillan Company, 1935), 
p. 34.-
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Friedrich Kalkbrenner. Prom the school of extreme 
showmanship and audaciousness, Kalkbrenner (1785-1849), in-
troduced a somewhat mechanical plan of keeping down fou.r 
adjacent fingers while one finger is actively exercised, which 
was considered a far better form of exercise than those pro-
ported by Dussek. The four fingers are to lay in repose on 
the keys, and while the single finger is playing its repeated 
note, the student must watch that the other fingers never 
leave the keys and never depress them. As one can see, this 
is another among many approaches for individual strengthening 
of the fingers. 
Ignaz Moscheles. A teacher in the Leipzig Conserva-
tory, Moscheles (1794-1870), asked Chopin to donate three 
studies for his method. In 1840, Chopin wrote the three 
" studies for Moscheles and his associate Fran9ois Fetis, for 
their ~M~thode des M~thodes ~ Piano.•60 
Leipzig had become a leading musical center due to 
the efforts of Felix Mendelssohn-Bartholdy, also a virtuoso 
of the piano. Ignaz Moscheles was a part of this center; he 
was famous as a performer whose piano technique was adequate 
for every demand. Though he came from the line of pianists 
60Method of Piano Methods. 
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among whom were Johann Nepomuk Hummel, John Field, and Muzio 
Clementi, all known for the "charm of cantabile playing;" he 
was also a great master of other styles too. 
Moscheles was • • • an interpreter of Bach; he 
imparted a lyric quality into the works of the great 
master by developing each contrapuntal strand as an 
independent vocal line • • • exemplified by such 
performers as Paderewski and Joseffy among his fol-
lowers ••• was an important exponent of the6tiving Bach as opposed to the dry and pedantic Bach. 
Moscheles• technique may be summed up in the 
attainment of a noble, singing tone, presenting a 
wide range of dynamic power; he insisted on great 
facility in bravura playing. While his technique 
has been superseded in principle, he attained 
marvelous results with a level wrist and a quiet 
hand; his octave playing did not suffer greatly from 
the modern style of brilliant virtuosity and power-
ful emotional expression.62 
Francois Fetis. ' Fetis (1784-1871), in his introduc-
tion to the method points out the danger of a tired wrist 
becoming so enfeebled as to cause the hand to form an angle 
with the arm, and thus to fault the articulation of the 
finger. Would his realization of the possibility of stiff-
ness while playing be a foreshadow of "weight-playing" of 
the not too distant future? 
61wier, 2Q• ~., p~ 246. 
62 Ibid., p. 247. 
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III • THE NINETEENrH AND TWENTIETH CENTURIES 
Felix Mendelssohn-Bartholdz. A very close associate 
of Ignaz Moscheles was Felix Mendelssohn-Bartholdy (1809-
1847), an influential member of Leipzig music life, and later 
the person who firmly established this city as one of the 
leading musical centers of the world. Mendelssohn's contri-
bution to piano playing was through his compositions; his 
style has been said to be a combination of Scarlatti, Mozart, 
Haydn, and Beethoven. He introduced ideas such as: (1) a 
vocal style of writing into piano composition, having the 
melody in the right hand (using long phrases) with the ac-
companiment often divided between both hands; (2) melody 
played in tenths using both hands; (3) continuous chord 
successions; (4) melody in the bass and played by the left 
or right hand; (5) melody played alternatingly by the inner 
fingers and the outer fingers of both hands; and (6) romantic 
restraint. 
All of the above mentioned ideas are found in 
Mendelssohn's Songs Without Words. A particular example of 
one of these songs is Restless, ~. 12, ~. 2, in which all 
of the ideas mentioned are utilized. Even though the 
accompaniments that he used were very colorful, the melody 
was always the predominant element. 
During an extended stay in Rome he (Mendelssohn) 
wrote, in 1831, the first book of his Songs Without 
Words, a series of melodically attractive pieces of 
simpler form, with an often6tinely elaborated har-monic accompaniment, • • • J 
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Mendelssohn shares with Moscheles ••• the merit 
of having given a more ideal tendency to Concert and 
Salon Music, earlier calculated merely for outward 
effect, by endowing his attractive compositions, 
written in the purest pianoforte style, with a depth 
of meaning which everyw~lre reveals the amiable and 
well schooled musician. 
Robert Schumann. Another close friend of Mendelssohn's 
was Robert Schumann (1810-1856), who in 1843 became an instruc-
tor at the Conservatory of Music at Leipzig, of which Mendel-
ssohn was the director. Schumann's contribution to piano 
playing was the same as Mendelssohn's in that it was through 
composition. What he did in his compositions was a continu-
ation of many of Mendelssohn's ideas, and showed further 
research into the technical and expressive capacities of the 
piano. He also has been heralded as the father of modern 
keyboard playing, because of the broadness of his ideas which 
required a greater orientation than Clementi's Gradus ad 
Parnassum. Some examples of the technical demands of his 
music are: (1) the use of great physical force for long 
63weitzmann, 22· cit., p. 143 
64 Ibid., p. 144. 
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periods of time, such as in his Sonata QQ. ~' ~. ~; (2) 
legato octaves; (J) successions of chords some of which re-
quire a large hand; (4) spatial and orchestral effects; (5) 
building a short piece around a specific technical problem; 
(6) playing trills with any two or three fingers, and not 
always in the melody; and (7) the execution of various com-
position styles of a composer or musical period within one 
composition. Schumann also continued the form of composition 
of the enlarged piano sonata, the beginnings of this trend 
found in the last sonatas of Beethoven. 
Never before had any or all of these ideas been 
demanded of the pianist, as well as those originated by 
Mendelssohn, so continuously and even in one composition. 
The Gradus ad Parnassum served as preparation for the works 
of the older composers and those of the Viennese School. 
Though these ideas were new and demanding, technically, they 
were never intended for executant and expressive bravura. 
Moreover, Schumann often requires for the exe-
cution of his pieces the entire skill of a virtuoso, 
without setting that skill in a brilliant light. 
The Virtuoso should not find his reward as such, 
but as the interpreter of the art work to which he 
gives life. Schumann's pianoforte style is conse-
quently more akin to Beethoven's last great pianoforte 
works than the salon and concert compo~itions produced 
by the scbool of Hummel or Moscheles. 0 ) 
65Ibig., p. 164. 
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Fr~deric Francois Chopin. The musical genius or 
Chopin (1810-1849) was recognized by Schumann, whose essays 
and reviews were an important influence in the Romantic 
movement, and read throughout Europe. Chopin became the 
outstanding exponent of the keyboard of his time. 
Though Mendelssohn and Schumann lived during this 
period bringing about a trend of playing for the sake of 
music and not for the sake of showmanship, many performers 
were still practicing this style. It remained for Chopin 
to bring back to the attention of pianists the importance 
of digital facility, thus bringing to their cognizance the 
inherent weakness of certain fingers. He suggested that 
players and musicians design their t~gurations as to place 
the hand in as advantageous positions as possible for the 
problems of the moment. 
Often one thinks of Chopin as only a composer for 
the piano. Evidence of his being a pedagogue is found in 
the book, In Search Qt Chopin, by Alfred Cortot, who devotes 
an entire chapter to Chopin, The Pedagogue. The Etudes and 
Preludes, the former more than the latter were particularly 
designed for the acquisition of technique. However, all of 
Chopin's compositions are so designed that a student can use 
any one of them for this purpose. 
Of Chopin's playing, John Field remarks on 1 the 
singing quality of his touch. 1 66 Chopin also experimented 
with the possible uses of the damper pedal. His works are 
more rapidly appropriate for the Romantic principle of ru-
bato. 
He made many experiments in the use of the damper 
pedal, of the singing tone, and of tempo rubato. 'He 
studied the possibilities and limitations of his in-
strument as no one before him. He adjusted all hig 
technical resources both as composer and pianist.' 7 
Of the Etudes, it is said, 
For the student, the twenty-four Etudes of Chopin 
find their place along side Bach's 'forty-eight, 1 and 
Beethoven's 'thirty-two. 1 During his years of prac-
ticing, Chopin conceived the idea of writing studies 
to conquer the technical problems of piano playing, 
which should musicall~8be more pleasing than those that had annoyed him. 
Franz Liszt. Liszt (1811-1886), influenced by the 
violin virtuosity of Paganini, expanded the technique of the 
piano beyond all previous bounds; he elaborated to brilliant 
bravura proportions the ideas that in Chopin's hands had 
become so delicate and intimate. Many pupils of this great 
Hungarian composer, pianist, and pedagogue have recorded 
their impressions of his teaching method in treatises, 
66Henry Edward Kre1hbel, The Pianoforte and Its Music, 
p. 284. - --
67Marion Bauer and Ethel Peyser, Music Through ~ 
Ages, pp. 248 and 249. 
68 -Ibid., p. 250. 
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letters, and diaries. Some of the more outstanding of these 
comments have been assembled in such a manner that an excel-
lent idea may be obtained of the primary principles which 
were the basis of his teaching. 
Music to Liszt •was something tangible that could be 
used to express or describe actual objects or innermost 
emotions at will. 1 69 The result of his teaching was his 
ability to instill the belief in his pupils that the goal 
of their ambitions could be reached if they strove long and 
hard enough. He never accepted a student unless his techni-
cal equipment was well developed; on the other hand, he never 
stopped trying to bring out the deepest feelings in the heart 
of each student in such a manner as to lead him to infusing 
them into his piano playing. If the playing of a pupil re-
quired correcting, he would always make his criticism in such 
words as would serve to bring it to the attention of the stu-
dent most vividly; "Keep your hand still Fraulein, don't make 
omlette.•7° 
••• , Liszt played very little himself in class; 
he disliked the applause that invariably followed 
because it disturbed the scholastic atmosphere. 
69Albert Ernst Wier,_Th§ Piano, Its Histor:y, Makers, 
Playerg, ~ Music, p. 249. 
7°Amy Fay, Music Stud:y !g Germany, (Chicago, 1881). 
Whenever he played, it w~s only for a few measures 
• • • There were naturally many fine details in 
phrasing and expression which could only be taught 
by actual demonstration; among these were secrets 
of touch and pedalling ••• 7I 
45 
••• with Liszt everything was brilliant, showy, 
surprising and eminently for the public. In point of 
technique, he used, or allowed his pupils to use, a 
far higher seat than had generally been used before, 
so that the forearm, ••• , sloped down towards the 
hand. This gave, ••• , a great increase of force to 
the blow of the keys; • • • Still he • • • did in-
stitute the methods of obtaining great tone, ••• ; 
he carried further the principle of training the 
inherent weakness of the hand.72 
The sustaining pedal, ••• , is frequently us~d 
by Liszt as a means of setting the hands free for 
other things; and a special kind of brilliance was 
attained by him in rapid ornamental passages in the 
higher octaves of the piano, by holding the fingers 
almost stlffiY.~ and not allowing them to move with 
much independence, and by throwing the hand, ••• 
at the passage where it begins.73 
Theodor Kullak. Kullak (1818-1882) was another peda-
gogue of note, but remained outstanding only during his 
time. The majority of his ideas are obsolete, but some are 
useful for modern utilization. He felt that drill was a 
cardinal method, the only way one could reach the heights 
of Clementi's Gradus ~ Parnassum. Kullak always stressed 
7lwier, QQ. Q!!., p. 249. 
72J. A. Fuller Maitland, 1 P1anoforte Playing," p. 169. 
73rbid. 
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the importance of •comprehensive technique.•74 Without this 
the works could not be performed. 
Much attention was given to the correct position of 
the hand, and Kullak believed in the old finger method that 
had helped him attain a great degree of tonal control. Some 
of his teaching practices, as gathered from reading, were: 
" 1. Kullak always adapted his teaching to the advance-
ment of the pupil, showing him how to correct bad habits of 
technique. 
2. Legato playing was executed by holding the hand 
low; the singing tone was produced by throwing the wrist 
upward and forward. 
). Kullak composed sp~cial exercises for technical 
facility. Scales and passage work were taught with great 
rigidity of the hand compensating for the attendant numbness 
by assigning certain exercises to relax the muscles after 
long periods of exertion. 
Kullak is remembered today primarily for his instruc-
tion books, one of which is Octave-School. 
Ludwig Deppe. Deppe {1828-1890) introduced a new 
trend in piano playing which was the development of an even 
74 Wier, 22· £11., p. 247. 
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touch, acquirement of an extremely soft tone, and a slow 
tempo for practicing with special attention to muscular con-
trol. His principles have been recorded by Amy Fay in her 
book Music Study 1s Germany, and by Elizabeth Caland in 
Artistic Piano Playing ~ Taught ~ Ludwig Deppe. Here are 
some of his ideas regarding position of the hands and fin-
gers, the teaching of scales, and the cultivation of tone. 
Position of the Hands and Fingers: ••• he 
objected to extreme lifting of the fingers, asser-
ting that they should fall rather than strike the keys, 
and that only the tips touched the piano keys. 
Teaching the Scales: ••• ; pupils began scales 
in the middle of the piano and played up three octaves 
with the right hand, and down three octaves with the 
left hand. Each hand was played separately and slowly 
at first; then both hands in contrary direction with 
gradually increased tempo. Thirds, sixths, and octaves 
were practiced in the same manner. 
The Cultivation of Tone: ••• ; the hands were 
not permitted to stray aimlessly over the piano, but 
each note as it was played had to be listened to 
carefully in order to make sure that it added its 
quota to the general tonal effect. He disapproved 
entirely of a high seat at the piano, claiming that 
it was impossible to produce poetic tones under such 
conditions.75 
Theodor Leschetizky. Leschetizky (1830-1915), a pupil 
of Carl Czerny, was another pedagogue who devoted himself to 
the mastery of tone, many gradations of tone in particular, 
75IQ.!.S., p. 250 
as well as the details of technical execution and their 
acquisition. His pupils include such famous personages as 
Faderewski, Gabrilowitsch, Hambourg, Bloomfield-Zeisler, 
Goodson, and Essipoff. His principles have been recorded 
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by his two assistants, Malwine Bree and Marie Prentner. His 
class piano activities have been related in the writings of 
Ethel Newcomb. His principal precepts are as follows: 
• • • his gracious and kindly manner which so 
often instilled his principles in the minds of his 
pupils when harsher or more abrupt methods would have 
failed; his belief that a composition was not perfect-
ly performed until its most difficult passages were 
completely mastered; his approval of learning several 
fingerings for an intricate passage, and finally se-
lecting the one best adapted; his insistance that the 
pupil's interpretation be entirely his own idea, and 
not that of his teacher; his belief that performances 
in private should be as meticulously perfect as on 
the concert platform; his conviction that the study 
of harmony was absolutely vital in preparation for a 
career as either piano virtuoso or teacher; his opi-
nion that the ability to listen--and to learn from 
listeni~g--was one of the primary essentials in piano 
study.7o 
Leschetizky was a great advocate of silent piano study. 
He felt that tempos, phrasings, technical difficulties, me-
morizing, and many other important details could be mastered 
away from the keyboard. Rhythm was regarded as the most 
important fundamental of the student. Failure to recognize 
76Ibid 
-· 
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or cultivate a sense of rhythm as a prime element evidenced 
that the student lacked a perceptive sense of utmost impor-
tance. 
Johannes Brahms. Brahms {1833-1897) is another 
musician who is seldom recognized as a pedagogue or a very 
great contributor to innovations in piano playing. The com-
positions of Brahms provide the piano student with additional 
problems to solve. His works contain a predominance of 
progressions of double notes, successions of chords to be 
played legato, orchestral effects, preference for wide in-
tervals, and for a sombre sonorous effect of depth. Other 
characteristics which pose a problem from the standpoint of 
interpretation are wayward rhythms, syncopated effects, 
triplet figures, and forceful chords. A better statement 
of the interpretation question is made by Walter Niemann, 
who says that Brahms' music has 
• • • clearly defined intellectual ideas and 
imaginative conceptions and therefore exacts from 
the player a quite exceptional elasticity of mind, 
technical boldness, and precision of execution in 
enormous leaps, passages and scales in double7notes and octaves, and crossing of the hands • • • 7 
??walter Niemann, Brahms, {New York: Tudor Publish-
ing Company, 1937), p. 216. 
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Another more detailed comment about Brahms' ideas on 
playing was made by one of his pupils, recommended to him 
by Clara Schumann, 
Brahms' ideas on phrasing were 'of the broadest, 
while he was rigorous in exacting attention to the 
smallest details. These he sometimes treated as a 
delicate embroidery that filled up and decorated the 
broad outline of the phrase, with the large sweep of 
which nothing was allowed to interfere. Light and 
shade, also, were managed as to help bring out its 
continuity. He, however, most emphatically declared 
that he never theorized on these points; he merely 
tried his utmost to make me understand and play my 
pieces as he himself understood and felt them. He 
would make me repeat over and over again ten or 
twelve times if necessary, part of a movement of 
Bach till he had satisfied himself that I was begin-
ning to realize his wish for particular effects of 
tone or phrasing or feeling ••• Brahms, in fact, 
recognized no such thing as what is sometimes called 
'neat playing' of the compositions of Bach, Scarlatti 
or Mozart. Neatness and equality of finger were 
imperatively demanded by him, and in their utmost 
nicety and perfection, but as a preparation, not as 
an end. Varying and sensitive expression was to him 
as the bread of life, necessary to the true interpre-
tation of any work of genius, and he did not hesitate 
to avail himself of such resources of the modern 
pianoforte as he helped to impart it; no matter in 
what particular century his composer may have lived, 
or what have been the peculiar excellencies and 
limitations of the instruments of his day.78 
Perhaps Brahms' greatest contribution in the par-
ticular area of technical study is the composition of some 
technical studies in Op. 54 and his Paganini Variations. 
78Ralph Hill, Brahms, (London: Duckworth, 1947), 
pp. 106 and 107. 
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Their character and style are indicated by the 
word Paganini, and by realizing the technical nature 
of the work; both have been more influenced by con-
siderations ot pure virtuosity and of solving the 
technical problems of the keyboard than of purely 
musical content and spiritual impact. Each variation 
exhausts a technical problem: one, chord passages in 
thirds and sixths for both hands simultaneously; ano-
ther, a succession of trills; another, unusual stretches; 
another offers hard nuts to crack as regards rhythm 
by its combination of two-four and six-eight time; 
another presents octave and glissando passages; and 
so on indefinitely.79 
It must be mentioned that though Brahms' music possesses 
many of the distinct characteristics of the Romantic Period, 
the "language is governed by basic conceptions that are 
essentially more Classical than Romantic." 8° From this one 
can see why few of his compositions have the programmatic 
titles which are characteristic of most compositions of this 
period. 
Tobias Augustus Matthay. From the days of Brahms to 
1858, the birth of Matthay (1858-1945) many methods were 
written and/or devised but on similar or the same precepts 
and principles of pedagogues of the past. In 1895, Matthay 
opened his piano school in London and rapidly became one of 
79Niemann, 2R• cit., p. 216. 
80nonald Jay Grout, A Histoty of Western Music, (New 
York: w. w. Norton and Company, Limited, 1960), p. 522. 
of the leading teachers of E~rope. His distinction as a 
pedagogue was due to his interest in and research on sci-
entific and muscular, as well as the mental approaches to 
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the piano. His p~pils, to mention a few, were Harriet Cohen, 
Myra Hess, Ray Lev, Irene Scharrer, York Bowen, and Percy 
Waller. 
Matthay introduced an original method that has proven 
that he is one of the earliest exponents of the new method 
for developing an almost effortless piano technique from 
the physical end. His system is now almost ~niversally 
accepted as one which eliminates all stiffness and waste 
motion, making it possible to play for long periods of time 
regardless of technical diffic~lties, with complete relax-
ation by ~sing weight in some form at all times. Details 
regarding his ideas will be covered in the following chapter. 
Claude Debussy. Debussy (1862-1918) was not known as 
a pedagogue, but his compositions for the piano introd~ced 
new ideas regarding the use of tonal color and the pedals. 
One particular characteristic was that of blending sounds 
with the ~se of the damper pedal and the sostenuto pedal, 
separately or together, giving the listener and player the 
"veiled 1 sensation of so~nd. 
Isidor Philipp. It has been often times said that 
there is no royal road to keyboard mastery, but the road 
which was formerly more laborous has been gradually 
straightened and cleared by each new method, innovation, 
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and pedagogue. Philipp (1863-no available date of his death) 
has also made his contribution and did much toward aiding 
the careers of young aspirants, and the advancement of these 
careers. Some of the artists that have benefited from his 
assistance were Tschaikowsky, Scriabin, Blumenfeld, Debussy, 
and Busoni. A special chapter has been devoted to his work. 
Philipp's writings for the piano are in the form of 
compositions and exercises for technical development. He 
also ~dited many works, literary and musical, for many au-
thors, composers, and groups of these. His books of exercises 
are: nExercices Journaliers, Exere1ces ~ Tenues, Exercices 
, 
~ Egalement, Exercices Technique Quotidian, Exercices 
Analytigues pour les Oeuvres S! Chooin, Etudes ~ Octaves, 
Gammes ~ Arpeges, La Gamme Chromatique, Exercice de Virtuo-
sit~, and Quinze Etudes.•81 
81Daily Exercises, Holding Exercises, Exercises for 
Equality, Daily Technique Exercise, Analytical Exercises for 
the Works of Chopin~ Studies in Octaves, Scales and Arpeggios, 
The Chromatic Scale, Virtuosity Exercises, and Fifteen Studies. 
Philipp believed that he could teach technique, but 
that it must never be practiced indepe~dently of a full 
cooperation of the intelligence; the factor which is deter-
minant of teaching music in a broaq and full sense of 
interpretation. 
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Position of the Hand: 1The position of the hand 
should be natural. In assuming it let the hand rest 
entirely on the thumb, the fingers curved, not too 
much outward, nor inward. It is necessary from the 82 beginning to play on the fleshy part of the finger. 1 
'I can give you a hand, strong and independent 
fingers, the great souplesse; I can give you speed 
and dexterity, seQurity, and power. I cannot make a 
heart of a soul. 1 ~3 (Philipp) 
Alfred Cortot. Cortot (1877-1962) was a noted authori-
ty on the works for piano by all of the major Romantic musicians; 
·~ Musigue ~ francaise ~ oiano•84 and a theoretical cata-
logue under the title 1 Bibliotheaue Alfred Cortot: Th~orie 
~ la musigue. Catalogue illustre ~ traites et autres ~­
vrages theorigues des ~e, ~e, ~e ~ XVIIIe siecles.n85 
82Ignace Paderewski, The Century Library of Music, 
(New York: The Century Company, 1900-02), p. 2~ 
83Henry Bellamann, 1 Isidor Philipp," Musical Quarterly, 
XXIX (October, 1943), p. 417. 
84French Music of the Piano. 
85Alfred Cortot Library: Theory of Music. Illustrated 
Catalogue of the Treatises and other Theoretical Works of the 
Fifteenth, Sixteenth, Seventeenth, and Eighteenth Centuries. 
He presented a method which is recognized as a primary 
representative of the post-Romantic-Impressionistic school 
of playing. 
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Cortot was a noted authority on interpretation, and 
in particular an~:authori ty on Chopin. He has done much re-
search on Chopin, and as a result has published some books 
on him and edited much of his music. Cortot was also a very 
fine pianist. A particular chapter has been devoted to Cor-
tot's method that will evidence his significance. 
During the last period discussed many other works 
were contributed to the field, some of which were: ~ 
Aesthetics 2! Pianoforte Playing, Adolf Kullak; The Ph!sioal 
Basis of Piano Touch ~ ~, ~ Physiological Mechanics 
of Piano Technique, Otto Ortmann; The Riddle Qf ~ Pianist•~ 
Finger and its relationship to a touch-scheme, Arnold Schultz; 
Piano Playing ~ Piano Questions Answered, Josef Hoffman; 
·~ Psychologie ~ Klaviertechnik,• 86 Willy Bardas; ~ 
Levinskaya System Q! Pianoforte Technique ~ Tone-colour; 
Levinskaya; Liszt, pedagogue, Boissier; Pedalling ~ Modern 
Pianoforte, Bowen; ·~ individuelle Klaviertechnik,"87 
Martienssen; and ~ Pathways ~ Piano Technique, Bonpensiere. 
86The Psychology of Piano Technique. 
87The Individual Piano Technique. 
None of these authors have introduced anything so 
radically different in playing. However, there is a new 
•school of pianistic thought" that has revolted against 
all that is •expressive• in music, aiming at an "un-expres-
sive style. 
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Bela Bartok •• • ; Bela Bartok (1881-1945), with 
the cembalon or dulcimer of his native Hungary as his 
apparent ideal, has written music calling for a per-
cussive touch, and himself performs (performed) it 
with this touch--very trying to the unaccustomed ear. 
His style is the opposite of all that has been taught 
since the pianoforte first gained recognition. 
Then there is the American, Henry Cowell, who has 
invented innumerable new effects--tone clusters, some-
times played by the fist or the elbow, a foot-length 
of notes played by the fo§garm, strings plucked by 
the player's hand, ••• 
Whether the art of pianism, whose art and technique 
had appeared to be practically completed by the middle of the 
nineteenth century, is capable of receiving additions such 
as the new percussive touch will depend on the predominance 
of compositions composed requiring it. The true answer to 
this will be definitely determined by time and whatever the 
future has in store. 
88Percy Scholes, ~ Oxford Companion !Q Music, (Lon-
don: Oxford University Press, 1951), p. 728. 
CHAPTER III 
THE TOBIAS AUGUSTUS MATTHAY APPROACH 
I. APPROACH TO PIANO STUDY 
Piano Education, as well as other types of Education, 
has certain problems of prime importance to the applied music 
field. Matthay discusses problems that had been observed, not 
only when a student played a full composition, but "simply" 
in producing tone on the piano. He felt that a student 
should study tone production to a considerable degree before 
attempting to study pieces of music. 
Matthay expresses the opinion that methods used for 
teaching other branches of education should be applied to 
the piano. It has been recognized that studies in Psycho-
logy have particular relevance to Music. General ideas on 
the merits of empiric and rational systems of teaching 
should be considered by teachers of piano as well as by 
teachers of primary education. 
There are many piano teachers and "pianists" that are 
ignorant of the laws that govern the mechanism and effects of 
the instrument. A study of these laws would show to be profi-
table to piano practice. Laws and principles of the instrument 
as well as those governing playing will be of considerable 
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practical value once they are subconsciously applied. 
Forming correct habits due to continuous application of rules, 
mentally and physically, becomes less a problem. 
The importance of attention and concentration is 
often times not realized until the student progresses to 
more advanced works. Development of attention and concen-
tration during the beginning stages of instruction produce 
a more musically alert pianist in advanced years. Applica-
tion of this idea is in the study of the art of tone production. 
Tone production, according to Matthay, is a process 
that is so often taken for granted that in many cases it is 
never brought to the attention of the student. Matthay has 
devoted a 328 page volume to this problem, ~ ~ Qf Touch 
Ig All Its Diversity. 
When one studies a piano composition, one 1 s initial 
objective too often is performance. One should complete two 
distinct processes that lead .to performance. These processes 
are as follows: 
1. the purely mental process of apprehension and 
conception of the Musip to be performed; and 
2. the mental-muscular process of communicating 
such conception to others, this being done through a 
physical act consummated through th! agency of certain 
of our limbs against the piano key. 
1Tobias A. Matthay, The As1 Q! Touch, (London: Bos-
woth and Company Limited, 1903), p. 9. 
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These processes include the ability to see musical sense and 
to execute technically; musicianship, •executantship,•2 and 
artistic judgement. 
The physical causes which bring about effects on the 
instrument are determined by defined laws of each effect. 
These laws apply to all effects and conditions of players. 
Because of the differences in piano players, there are slight 
modifications for each principle. Reasons are stated concern-
ing the use of the muscles, stiffness of wrists and fingers, 
muscular education and its relationship to the instrument and 
the conditions under which it responds. 
The problem of muscular education involves two dis-
tinct steps, which are: "(1) gaining requisite mental-muscular 
discrimination and (2) learning to apply these correctly dis-
criminated muscular conditions to the keyboard.• 3 Aquiring 
discrimination is basically a process of elimination that 
should be guided by the piano teacher. The required muscular 
conditions are either visible or invisible. The latter are 
more difficult to aquire; similar to teaching those required 
in vocal tone production. Concentration on muscular attitudes 
2 Ibid., p. 10. 
31Q!S., p. 25. 
entails correct gauging and timing of correctly chosen 
muscular conditions. Even though muscular education is 
important, it too, it only a means to an end in piano play-
ing. 
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We must strive to attain musical definiteness by pre-
determining the time place of each note by our musical 
conscience. "· •• it is in this accurately timed application, 
culmination, and consequent cessation of the correct muscular 
act against each individual key, that lies the point Q£ union 
between Conception and Execution.•4 Execution must obey con-
ception; conception meaning our musical consciousness. There 
must be an aim toward perception; the mental association 
with musical sense and emotion. 
~ Instrument. Problems and considerations concern-
ing the individual and his relation to the instrument should 
be considered. One reason why this is often over looked may 
be that the capacities of the individual are easily realized, 
and the teacher feels that these should be worked on first. 
The most obvious factor gets very little attention. 
Education in the instrumental aspect of tone produc-
tion implies learning to understand the requirements that 
4 IQ:!.g,., p. 31. 
must be fulfilled for the production of each possible kind 
of tone. The piano consists of a sounding board, strings 
61 
and frame; and mechanism. The mechanism is more commonly 
called •action.• There are three kinds of pedals; the 
damper, the sostenuto, and the soft or una corda pedal. One 
should understand four important points that are a part of 
the study of sound. These are: 
1~ the nature of sound phenomena 
2. the nature of the string's activity during 
sound excitation 
3. the nature of various kinds of treatment the 
key demands, by means of which we are able to induce 
the desired kinds of string movement 
4. the nature of the mechanical laws governing 
the application of energy to our end of the key.5 
The ear plays a very important part here too. 
The treatment of the key is often taken for granted. 
Two objectives are given by Matthay concerning key treatment: 
The first lesson in Key-Treatment we have to learn, 
is, that the Time-place and Tone-value of every note 
must be realized and intended. 
The second lesson, is, that the Key must be aimed 
to culminate the speed in sound, at that very moment. 
These two things must coincide.6 
We must compel tone production to fulfill the musical idea 
5rbid., p. 64. 
6 ~., p. so. 
by obeying the time sense and the tone sense, thus making 
a clear and definite impression that will be conveyed to 
the listener. 
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On the piano, the requisite air •concussions"? are 
induced by setting a string in motion. Differences in the 
string's speed and behavior determine tone quality and quan-
tity. 
Due to the conditions of muscular activity and inac-
tivity, which do not correspond to the visible movements 
that accompany them, much misconception has arisen pertaining 
to the muscular aspect of key treatment. The three muscular 
components that are involved are the finger, arm, and hand. 
These muscular components are factors to which has been given 
much time and explanation. The treatment of these influences 
relaxation, variety in quantity of tone, variety in technique, 
variety in quality of tone, finger attitudes, and the forearm. 
All of the above mentioned will, in final application, 
be directed to the key and the string influencing behavior 
during the various forms of tone production. 
II. THE MUSCULAR TREATMENT OF TOUCH AND TONE PRODUCTION 
Even though the muscular aspects of piano study are 
only a means to an end, they are of paramount importance, 
,., 
j- Il2!,g_., p. 69 
because proper study will influence other aspects such as 
interpretation, positioning, and memorization. The teaching 
of piano will also be secure in the mind of the teacher. 
In the first section the muscular components were men-
tioned, and may be considered a major part of the piano 
student 1s playing apparatus; aside from the piano itself. 
The muscular aspect of piano playing is covered thoroughly in 
Part III•Key Treatment From Its Muscular Aspect, ~ Act Of 
Touch In All Its Diversity; Section IV-Concerning Certain 
Details In The Application Of Tone Inflection and the Bear-
ing Of Touch-Teaching And Fingering On Interpretation, Musical 
Interpretation; ~ Commentaries On ~ Teaching Qi Piano-
forte Technique; Sections IV, V, VI, and VII, Epitome; 
Relaxation Studies, muscular discrimination required for 
touch, agility, and expression; In! I· M. ~. s. Triangle ~ 
Card; ~ Forearm Rotation Principle; and Part III•Muscular 
Aspect of Key Treatment, The First Principles Of Pianoforte 
Playing. 
The determining factor as to which movement shall 
arise depends on the respective balance of power between the 
finger, arm, and hand. No law can be designated as to which 
movement goes with what passage. 
as: 
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The three muscular components are described by Matthay 
1. down activity or exertion of the finger sets 
energy free at the finger tip against the key; also 
bears upwards against the knuckle of the hand by 
recoil; 
2. activity or exertion of the hand acts down-
ward upon the knuckle and consequently·by recoil 
acts upwards against the arm at the wrist joint; 
3. ceasing the activity of the muscles that 
otherwise support the arm weight of the arm is 
consequently lef~ free to be borne by the hand at 
the wrist joint. 
These components involve downward and upward manifestations 
of energy, and can be summed up as weight and muscular 
exertion. The movements must be given with freedom; no con-
trary exertion of any part or muscle in movement. The finger, 
hand, and arm lead into types of forces: 
Arm Touch results when the lapse in arm sets 
free more muscular energy than can be supported by 
the degree of finger and hand activity employed at 
the movement against the key; arm, hand, and finger 
will simultaneously descend with the key. 
Hand Touch results when it is the finger activity 
that slightly out balances the two other elements.9 
From these, it can be seen how variety in tone quality depends 
on the fact that the muscular components can be employed 
either in full power or not, and variety in technique depends 
on the use of these types of force and the combination of 
these components. The application of.energy as suggested 
8 
.!ill·, p. 102. 
9Matthay, The Act Q! Touch, paraphrased p. 104. 
by Matthay helps one to realize the importance of acquiring 
the basic muscular corrdinations, and these coordinations 
will later be applied to the problems of technique and the 
demands of our musical consciousness. 
65 
~ .AQ! .Qt. Playing. The act of playing is accomplished 
by the act of conception and the act of execution. In con-
ception is involved the emotional and intellectual side of 
musical understanding. Execution involves artistic judgement 
and knowledge of the art of tone production. The art of 
tone production 1 implies ability to obtain from the instru-
ment every kind of tone of any quality, quantity, duration, 
speed of succession; embracing agility and coloring.•10 The 
art of tone production has two aspects; instrumental knowledge, 
meaning consciousness of the key requirements, and muscular 
habit, meaning the muscular ability to fulfill these require-
ments. The latter is composed of muscular discrimination 
and application. The training that the previously mentioned 
implies can bear positive results when attention is given 
while playing. Musical attention in regard to time and tone; 
and physical attention as to key resistance and as to place 
in key descent. The muscular conditions necessary are 
available by the muscular sense and the aural sense. 
10 .. ~., pp. 42 and 43. 
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~ Production ~ Touch. The moment that the sound 
place is reached in key descent all force energy employed to 
produce the tone must cease. This requires listening; guid-
ing our muscles by ear. Muscular action must be for the 
purposes of 1 filling the requirements of the key, and these 
again solely for the purpose of Musical-result.n11 The 
requirements vary according to the dictates of our musical 
consciousness. Attention to the resistance of the key, 
resistance sense, enforces musical attention and intention. 
It has been so far established by Matthay that the 
physiological elements involved in technique are: "(1) 
finger exertion, (2) hand exertion, and (3) the arm element.nl2 
Any or all of these can be used at the moment of key-descent, 
while depressing the key by the movement of any of the ele-
ments. The discussion of these elements as isolated factors 
is not important, but the conditions in which they are used 
is. 
The Finger. The key is not to be hit or struck down, 
instead it should be gently depressed to determine the energy 
required for tone. The folding inward exertion or opening 
111£1S., p. 255. 
12Tobias A. Matthay, Epitome 2f ~ ~ Q! Pian6forte 
Technique, (London: Oxford University Press, 1934), p. 9. 
out exertion are two possible means of finger use. Matthay 
refers to these as •bent" and "flat• finger action. The 
condition of the upper arm and elbow should be with the 
forms of finger action. 
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When using the bent form, the raised finger is curved 
or bent. For its visible basis it needs a forwardly sup-
ported upper arm and elbow. The nail joint has to remain 
vertical while the middle joint descends to the key. The 
flat finger starts more or less opened and will be folded 
inwards while moving towards the key. A relaxed upper arm 
and a backward tending elbow are needed as the visible 
basis for this. 
There are three forms of muscular combination whose 
processes end in and influence finger action. They are: 
First Form Q! Combination: The Arm gently sup-
ported by its own muscles, floats over the keyboard; 
while the Hand, inactive, lies lightly on the keys 
at surface level. Work of key depression is conse-
quently here entirely relegated to the Finger, 
without aid either from Hand or Arm. Tone is limited 
to the brilliant type, but small in quantity. Per-
mits the attainment of the extremest grades of 
Agility or Velocity-provided we adhere to the law 
of accurate cessation of work at sound emission ~ • 
• , finger-use only, combined with a passive hand, 
and absence of all arm-weight or force. 
Secona Form of Combination: The Arm is supported 
as in the last, while key depression is wrought by 
Finger and Hand exertion,--unaided ••• by arm weight. 
Permits far less extreme Agility than the first 
combination. Tone quality is here still restricted 
to the more aggressive (or brilliant) types, but 
tone quality is less limited. Hand and Finger 
movements alone available. 
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Third Form of Combination: All three components 
are here brough~to bear upon the key during descent. 
--Offers fullest scope ••• as regards quality and 
quantity of Tone ••• speed is however limited, 
owing to impossibility of providing the required 
arm release and its cessation.lJ 
Touch may be limited in some cases, but in all cases it may 
be initiated by muscular action and weight. 
~ ~. The hand helps the finger to do its work 
by exerting the hand downwards upon it at the knuckle during 
each momentary act of tone production. Exertion of the hand 
cannot be done without the corresponding exertion of the 
intervening finger. In exerting either finger or hand only 
one should move. One must back up finger exertion by hand 
exertion. 
~ A!m· The arm backs up the basis of hand and 
finger exertion; a particular state or condition of the arm. 
Matthay suggests six ways to use the arm. Two are necessary 
for all passages and every note played. The other four are 
optional depending on the desired tone. The optional uses 
13Matthay, ~Act Q! Touch, pp. 106 and 107. 
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are: "(1) weight of the whole arm, (2) weight of the forearm 
only, (3) down exertion of the forearm, and (4) forward 
driven upper arm.wl4 The compulsory uses are: "(5) poised 
arm and (6) rotative forearm.•l5 
These different forms of arm use can be applied during 
the act of touch either without any accompanying visible 
movements of the arm itself, or while studying and exhibiting 
such visible movements. Arm weight must be learned, yet 
avoided when not required. Attention will be given to fore-
arm rotation, because it is vital to one's pianistic being. 
The movements of touch concerning the arm must be made with-
out any stiffness or rigidity of the elbow joint or wrist, 
the connecting joints between the hand, forearm, and upper arm. 
The finger, hand, forearm, and the upper arm are the 
levers employed in piano playing, however, for every direc-
tion we can move them, they can be moved in an opposite 
direction; opposite muscles. Exertion of the necessary and 
opposite muscles simultaneously causes stiffness. Exertions 
required in playing must be made with freedom of all muscles. 
All of these actions can be classified according to weight 
and muscular touch, flat and bent finger forms, the actions 
in the three kinds of touch formation, resting and added 
14Matthay, Epitome, (Footnote 14), p. 12. 
l5Ibid. 
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impe~us, and under the general aspects of movement, the arm, 
hand, and finger. 
The muscular aspect of tone production helps to make 
clear the facets of touch which employ visible as well as 
aural discrimination. Touch consists of two muscular actions: 
"(l} the act of resting and (2) the act of added impetus."l6 
Resting is continuous throughout each phrase, and supplies 
the difference between legato and staccato. Added impetus 
is employed only for and during key descent. 
The term staccato should signify practically without 
duration; as short as possible. Care must be taken to choose 
the precise amount of time needed for every staccato. The 
key should be free to rebound so that the damper pedal may 
stop the sound. No arm weight should be permitted to linger 
on the key. 
One may allow finger exertion to continue a slight 
measure on the keybeds; just sufficient exertion to keep the 
keys down. Retaining by resting for tenuto should not be 
heavier than to fulfill its purpose. 
Weight passed from note to note in the heavier form 
of resting for the natural legato can be the cause of tone 
production. By compelling the fingers to hold notes down 
using a continuous and sufficient resting weight, natural lega-
to is produced; insufficient weight produces an artificial 
legato. This transfer entails a continuous exertion of the 
hand. Therefore duration depends on the kind of resting, 
whereas, the kind of sound depends on the kind of added 
impetus. 
III. SPECIFIC PRINCIPLES OF TECHNIQUE 
Forearm Rotation. Without the intervention of fore-
71 
arm rotation very little playing is possible. "It is used in 
its invisible and visible forms; the feeling is called 
rotation touch.nl7 This principle involves a twisting and 
untwisting action suuplemented by the arm. "We are compelled 
to exert the forearm rotarily, to bring out the thumb on the 
keys, and to render our hand position 1 level 1 ."18 
If it is desired to give rotatory help in one direction 
one must be sure to omit the opposite exertions. The direc-
tion of rotation is from the finger last used towards the 
next used; with two hands the rotatory changes are made in 
the opposite direction. 
When the rotatory principle is used the weakness of 
the little and index fingers leaves. In the case of the 
little finger, "as soon as we learn to relax the rotary 
17Matthay, Epitome, p. 19. 
18Tobias A. Matthay, ~ Commentaries Qg ~ Teaching Q! Pianoforte Technique, (London: Longmans, Green and Company, 
1911}, p. 3. 
exertion t~wards the thumb, • • ., and learn to replace 
that rotary exertion by one towards the little finger, it 
is vanished when we wish to use that finger.u 19 In the 
case of the index finger, relax the forearm once sound is 
reached, and to reverse the rotary exertion and to move the 
passage from thumb to index finger. 
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When the three middle fingers are being used the rotary 
exertions vary with the order in which they are used. There-
fore, the last preceding finger should act as a pivot to the 
next. In scales or arpeggios the direction of the rotary 
exertion should be in sympathy with the order in which the 
fingers come into play. 
Weight Transfer ~ Arm Vibration Touches. The passing 
• 
on of weight from note to note such as that used in the natu-
ral legato, causing tone production, constitutes a weight 
transfer. This necessitates continuous exertion of the hand. 
Weight through hand exertion is continuous in weight trans-
fer, but in arm Y1brat1on it is separate for each note. 
This is preferable 1n executing light arabesque and harmonic 
groups only needing the effects of crescendo and diminuendo, 
and for passages not needing note individualization. 
In strong and rapid passages, the slightly released 
arm weight of the second form of touch combination produces 
a thin tone, and full arm weight of the third form hinders 
speed; there is need for a 1 hybrid 1 form. Matthay calls 
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this form, •second-third.• In this case the forearm is 
released continuously, or 1 its necessary vibratile state may 
be helped by rapid reiteration of release and self support.•20 
There must be a considerable degree of elasticity of the 
elbow so that the arm will move with the fingers, Weight may 
be a cause of tane production, but it is part of the act of 
resting, also. 
Key Striking ~ Piano Touch. What exertions are 
employed as observed visibly in regard to tone are not as it 
seems. The piano key should never be struck as when making 
a physical blow, but it should be pressed down. The results 
from a struck key as compared with that of the depressed key 
should be convincing. "To enable us to choose aright the 
force which will provide the intended musically appropriate 
sound, we are compelled to obey the mandates of the key 
itself u21 • • • This judgment.can be derived by feeling the 
resistance before and during key descent. Success will come 
in producing a musical tone if the key movement is watched. 
20 Ibid. 11 
_., p. • 
21 ~., p. 30. 
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Holding Notes. For tenuto or legato playing use 
exertion of small muscles of the finger. Exertion should be 
felt on the underside of the finger; between finger tip and 
knuckle. 
Finger Lifting. In agility passages the keys should 
be free to rebound with the fingers. If the fingers are 
lifted in an exagerated manner this will cause the passage 
to become difficult, due to badly aimed tone production. 
1 
••• we must see that all our key-moving operations form 
a sharply defined aim to the sound beginning and not a merely 
indefinite un-located impulse against the key ••• •22 
~Function of •Automacity." Though execution has 
been stressed as natural (semi-automatic) before becoming a 
tool for artistic playing, one should be able to see how the 
function of mechanics can aid technique. The muscular de-
tails of tone production should be provided practically in 
automatic response for particular tone colors. The general 
choice and production of kinds of technique should not 
become completely automatic, because in performance the 
music will cease to be "felt." As a result of analysis and 
practice the various muscular attitudes and operations will 
be learned. This knowledge helps to provide good key 
22Matthay, ~ A£1 Of Touch, ). 266. 
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treatment forming a mental association to the related sound 
effects which leads to automatic response to a wish for a 
particular kind of sound; execution uniting with conception. 
Am Weight. 
The enormous advantage accruing from the use of 
the released weight of the upper arm and shoulder, 
in place of mere brute force, is so patent to 
anyone who has heard the infinitely superior tonal 
result, that no further commendatory words are 
required.23 
The presence of arm weight behind the finger and the 
hand enables these to act more effectively against the key. 
If the arm is held tightly a weaker tone will result. This 
principle is promoted by 
1. allowing the arm-lapse to occur in response 
to the finger and hand's recoil experiences at the 
wrist, or 
-· 
2. by allowing the arm-lapse itself to initiate 
the tone, in which case, the finger and hand actively 
must occur in response to such lapse; and since this 
latter combination will come to bear upon the key in 
growing measur~ during its descent, we shall thus 
have the fullest benefit th~4 can be derived from 
weight and muscular action. 
The more weight used against the key, the fuller and larger 
the tone. 
Finger Technique. Faulty or incorrect finger tech-
nique can be traced to the employment of defective muscular 
23~ •• p. 267. 
24.!2l.9.· 
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conditions which keep the student from directing his fingers 
in quick passages in regards to time and tone. The muscular 
fault pertains to the use of "continuous arm pressure behind 
the fingers.n 25 This condition renders the hand virtually 
helpless. Deliberate application of arm pressure in playing 
scales or arpeggios will give the student the sensation of 
"stickiness" in a vivid experience, and he will be able to 
see that its failing result may be vividly remembered. 
Agility can only be attained by the first two forms 
of touch formation, weight transfer or the second form of 
resting can be in conjunction with these. And, the wrist 
joint is the most important consideration in agility passages 
in that it must remain free and flexible. It should feel as 
if it were floating in space in spite of the exertions made 
by the hand and fingers. The latter mentioned movements must 
be fleeting also. All action must seem to end either at the 
knuckle or the end of the wrist; this action being felt as 
from-the keys upwards against the knuckle and wrist. 
~Little Finger. Many pedagogues have stated that 
the little finger should remain straight when the other 
fingers are curved, because of its length. Others have 
claimed that the little finger is naturally weak. 
25 Ibid., p. 270. 
Matthay feels that the little finger used in flat 
position places it in a disadvantageous position if the 
piano student wishes to attain any degree of brilliance. 
It should be more elastic than the others and reinforced by 
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thrusts from the arm or by rotary action from the hand; fore-
arm r§tation principle. "• •• , since its muscular force is 
applied between the knuckle and the resistance (the key), it 
follows that the straighter we hold the finger, the further 
off is its work placed, and the less its power.u26 
By training each finger individually to fit in 
relation to the functions of the others, evenness results. 
Muscles of the weaker fingers are exerted more than the 
stronger ones. Attention to key resistance permits each 
finger to adapt itself to the needs of the moment. 
High Wrist ~ ~ Wrist. Individual wrist construc-
tion is considered determinant in the use and position of the 
wrist. The other determinant is the particular passage to 
be played. Matthay finds that one position suits certain 
passages, while the opposite fits others. 
The point of primary importance is that the wrist 
should be kept free. In afility passages, the raised wrist 
allows the hand to move freely while the arm is self supported. 
26 -· 1.:!2.!S·, p. 327. 
However, if a singing touch is desired, a lowered wrist 
may prove to be better and more effective. Alteration in 
wrist position aids in attaining desired tone colors. The 
wrist position is not considered free unless it is free 
horizontally, vertically, and rotarily. 
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Exceptional Forms of Staccato ~ Legato. Weight used 
in the staccato can be increased slightly, carried by the 
fingers; individually aimed actions of the fingers. This 
added weight must not be so much as to keep the fingers from 
the floating condition, and from this is obtained the 1kick-
off127 staccato. This is suitable for bright, brisk, and 
forte staccato passages. 
Extra weight continuously carried by the hand and 
fingers with a relaxed arm to obtain the full amount of 
weight in necessary to induce the effect of the •super legato.n28 
Added pressure of the hand is particularly suitable for the 
overlapping of sound, thus giving a 'pressure legato.• 29 Pres-
sure legato may be relegated to the hand or the fingers. In 
the former, very little speed can be attained, but in the 
27Tobias A. 
Playing, (London: 
28~. 
28Ibid •. 
Matthay, First Principles Q! Pianoforte 
Longmans, Green and Company, 1924), p. 98. 
latter more can be acquired producing legato inflections of 
light running passages. 
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~ Glissando. This technique is onlp a simpler form 
of weight transfer. The weight used here is applied through 
the back of the finger and drawn along the keyboard in a 
horizontal movement. The tips of the nail must be suffici-
ently tense forming an acute angle to "surmount the • • • 
keys in wedge-like fashion."JO Too much tenseness or arm 
force will jam the fingers immovably against the keys. 
Glissando is the same in execution as the weight 
transfer touch. Crescendo is attained by permitting increases 
in the resting and the transferred weight. There should also 
be corresponding slight increases in the finger and hand for-
ces applied. 
Octaves. 
A subtle variation of Species II, which forms a 
hybrid between Hand and Finger movement, is appl
1
ica-
ble to extremely rapid Octave passages, • • • J 
In all octave passages the required slight rotary movements 
towards the thumb must be repeated freely each time indivi-
dually for each octave. Matthay•s ~~Steps Towards 
JO~., p. 76. 
J1Ibid. 
Finger Individualization, gives steps and illustrations 
concerning octave treatment. 
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Finding ~ Right Notes. Actual practice of the touch 
sense is involved in finding the right notes on the keyboard. 
One must learn to feel one's way along the keys, and at the 
same time apply the principles of forearm rotation and exer-
tion. This necessity to feel one's way along physically 
involves an •act of resting on the keyboard either at its 
surface or depressed leve1.•J2 
The touch sense is developed by practicing playing one 
note and not releasing it until one has reached the next; of 
particular value in octave passages and large skips. Rhyth-
mic continuity and physical continuity are implied here. 
Traveling from one note to another requires sideway 
or horizontal movements of the fingers, hand, and arm. For 
skips that are within the compass of two octaves, one must 
leave the elbow somewhat stationary; in finger over thumb 
movements this requires movements of the hand with the thumb 
stationary. When scales and arpeggios are played, the wrist 
should be turned outwards allowing the fingers to turn over 
the thumb without changing the position of the wrist and 
forearm. 
32Tobias A. Matthay, Epitome, p. 37. 
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Qg Position. Matthay gives some summarizing ideas 
on position that include the finger, thumb, finger staccato, 
the hand, wrist, upper arm or elbow, arm touch, height of 
seat, the feet, and the hand, finger, and wrist, horizontally. 
The above are treated in detail in reference to various 
kinds of passages. The main points requiring immediate atten-
tion on position are as follows: 
1. Sufficient distance between shoulder and 
key, with the seat sufficiently removed from the 
instrument to admit of this. 
2. The distinction between the two kinds of 
finger movement, with the finger sufficiently bent 
before its descent, in thrusting touch. 
J. Avoidance of the depressed knuckle. 
4. Lateral adjustment of the hand and wrist to 
each particular passage; the hand being turned inwards 
for single notes, scales, and arpeggi, and turned in 
the direction traveled, during double note passages. 
5. Above all things, one should insist (a) that 
each finger is in position, and feels each key, before 
the act or key-depression proper is commenced; and 
(b) that the position of Key-descent is aimed for, 
where key-depression culminates in sound beginning;--
so that each key propulsion is aimed to culminate at 
the very moment that the hammer reaches the string. 
6. The shoulder must be at such a distance as 
will enable the arm to be opened out • • • thus 
enabling us to employ its weight when required. 
7. We must distinguish between the 'flat• and 
'bent• positions and movements or the finger, that 
••• accompany the clinging and thrusting attitudes, 
and their correlated upper arm conditions. 
8. The hand must be level, since the little 
finger would be otherwise placed at a disadvantage. 
9. The fingers should not move during key-
descent, except in finger touch. 
10. Each of the keys forming a passage must not 
be conceived as a separate unit;--each key's posi-
tion must be conceived and must be found as a 
particular distance fl2m ~ preceding key, or set 
of keys. 
11. Keep the thumb well away from the hand, and 
do not allow the fingers to reach the keys near the 
outside edge of the keyboard.33 
The above mentioned general points concerning posi-
tion are also found in the following of Matthay's writings: 
Epitome and First Principles Q! Pianoforte Playing. 
Over the years many misconceptions have arisen about 
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position in piano playing. Matthay assures his readers that 
good position is the results of correct balance of the forces 
used. Good or bad position ensures good or bad playing; 
ill chosen or poor positioning may make things that matter 
more difficult. 
Qs Pedalling. The kinds of pedals have been covered 
previously, but to reiterate, they are: damper, sostenuto, 
and soft. The damper pedal upon being pressed down raises 
the dampers (felts), allowing the strings to vibrate after 
the keys have been released. The entire keyboard, action 
33Matthay, The Ae1 Of Touch, (Six through eleven para-
phrased), pp. 315 through 319. 
and hammers, shift a little to the left so that the hammers 
strike one instead of two strings (lower register) and two 
instead of three strings (upper register), upon the pressing 
of the soft pedal. The sostenuto pedal raises the dampers 
from only that note or chord which is held leaving the other 
notes free for playing with or without the damper. 
When playing, the pedal must be allowed to rise as 
the keys forming the next chord are depressed; the depression 
of the key and the ascent of the pedal being completed at the 
same time; a syncopated type of movement between the feet 
and the hands. 
Practicing. The "gap" between learning and mastery 
is practice. It has been often said that practice is ap-
proached without meaning or purpose by the student. It 
consists of effort made to find out precisely where the emo-
tion and beauty lie in a composition, and what is required 
to produce the beauty; the how, musically and technically. 
All notes should be related according to their vertical and 
horizontal movements and place in time. The notes, phrases, 
and movements should be realized as related parts of a whole. 
In performance these things must be done all of the time "so 
that the musical beauty of the though shall come through.u34 
J~atthay, Epitome., p. 60~ 
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IV. INTERPRETATION AND MEMORIZATION 
As with the other aspects of piano study, interpretation 
and memorization concern the concepts of conception and exe-
cution. These two terms were first mentioned in this writing 
in the section on touch and tone production. Conception was 
described as the perception of musical sense, and the power 
of perceiving musical sense depends on the degree of our musi-
cianship. Musicianship consists of an emotional side and an 
intellectual side. Execution was described as the communica-
tion of such perceptions to others which deals with artistic 
judgement and tone production. 
It is felt that this section concerns conception more 
than execution. The emotional side ·Of conception permits 
us to perceive the "emotional import"35 of music; the parallel-
ism of musical beauty with human emotion. The musical shapes 
used to convey emotion are perceived through the intellectual 
side of conception. One is able to enjoy the perfection in 
the musical structure and workmanship in its largest and 
smallest manifestation; climax, crisis, phrases, and motifs. 
Conception involves musical attention and judgement 
applied to the nature of rhythm and shape in music, the 
J5Matthay, 12£. Q!!., p. (Between 39 and 41). 
nature of the rubato, consideration of the elements of duration 
' 
and pedalling, and the application of tone variety, fingering, 
and memorization. Interpretation includes all of these and 
very definitely over-laps into memorization. 
Matthey is a firm believer in analysis, because it 
helps the ordinary student in attaining ideas and standards. 
The genius is able to reach still higher perfection. 
Interpretation. Attention in the study of interpre-
tation in performance or for performance is through a duplex 
form; attention to key resistance and attention through 
time. The act of attention implies a rhythmical act. Time, 
in a general sense implies movement; bar rhythm, phrase rhy-
thm, minute rhythm, large rhythm (rubato), and figure rhythm. 
"In Music ••• the movement is upon the time surface, ••• n36 
There is a sense of progression, and this brings about the 
need for some medium upon which to fix the progressions. If 
one would remove the bar lines in a score and use only the 
phrase lines, a progressional view of the structure of the 
composition would be easily understood. 
Melodic movement is sometimes more easily recognized 
than harmonic movement. Harmonic movement gives one a rela-
tively definite idea of musical shape. A progression of 
36Tobias A. Matthay, Musical Interpretation, (Boston: 
Boston Music Company-U. s. Ag~ts for London, 1913), p. 33 
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chords leading towards definite landmarks accompanying the 
melody gives music meaning. The intellectual side of con-
ception allows one to see musical shapes and perceive meaning. 
There are times when the student will have to give 
attention to climaxes, because of the presence and use of 
the crescendo. There may be a crescendo in almost every 
measure or phrase, but these crescendos practically always 
lead to !h! high point of expression. An example of this is 
the novel. There are many small incidents that lead up to 
the 1 show-down." 
Non-perception of progression leads to inaccuracy in 
the sub-divisions of pulses. For example, a phrase of four 
measures containing successive triplets will have little 
musical meaning when the student ignores or is not explained 
why the triplets are there, what emphasis is required, and 
how they lead to the next phrase. The student will play 
them as notes without the necessary articulation. 
Phrases should be realized and thought through; 
especially so if they are written in the melody using both 
hands. The two hands should play such passages in continu-
ous movement. In this connection, 1 the keyboard must never 
be quitted by one hand until the next hand has a finger on 
its own first note.•37 This point of continuous movement 
applies to the composition as a whole, not on~y to phrases 
and note groups. 
The continuity of the whole is often not realized 
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due to the lack of rhythmic continuity. However, continuity 
in performance is not dependent solely on the element of 
rhythm, but on tonal and emotional planning as well. Gradual 
increase and decrease of tempo as well as variation in tone 
variety may help continuity. This gradual increase and de-
crease in time leads to the principle of rubato. 
Rubato is a principle that is often misunderstood by 
teachers and students as well. It does not mean sprinkling 
ritardandos and accelerandos where one wishes, but •to em-
phasize certain notes without giving them undue tonal emphasis 
and then naturally dwell more on those notes, ••• •38 If 
extra time is given to certain notes, some time must be taken 
away from others, thus keeping rhythmic continuity. The Chopin 
Nocturnes are particularly adaptable to this principle. One 
finds that rubato can be applied to certain works of the 
Baroque and "Classical" periods as well as in the Romantic 
and "Modern-Contemporary• periods. 
In teaching the child or beginner, Matthay suggests 
the rubato principle early, because the student will gain an 
understanding of rhythmic continuity and flexibility. 
Rubato appears in two forms: •the leaning rubato 
and the push-on rubato.n39 The former is that in which a 
note is emphasized by giving more than the expected time 
value and then making up the lost time by accelerating the 
remaining notes of the phrase. The latter involves begin-
ning with a hurrying of the time and retarding back to the 
original tempo towards the end of the phrase. These two 
forms may be combined within a phrase. 
In using the rubato the exact position of the rubato 
m~st be noted and the cause must be realized. Rubato can 
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be used to express various kinds of emotion in addition to 
allowing a phrase climax to be shown in decrescendo. Some 
additional considerations are: 
1. The tone for the quicker notes is reduced from a 
high background in slow movements. The reverse applies for 
fast movements. 
2. "Tone amount varies with note-length in uneven 
passages.n40 
J. Firmness and definiteness are better expressed 
without rubato. 
4. Rubato must never be sudden. 
39~., pp. 70 and 71. 
40 Ibid., p. 75. 
5. Keep in view musical purpose during rubato 
inflections. 
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Though the rubato principle plays a significant part 
in musical interpretation, details of tone inflection, touch, 
and fingering are equally important. Quality and quantity 
of tone, contrast and contrasts in duration, are often not 
realized by the teacher or student, because of the lack of 
sufficient attention. This attention is comprised of accu-
rate listening and analysis, and demonstration. The latter 
mentioned applies to the rubato when used in playing. 
As a result of analysis one should be able to see 
how contrasts in tone can be utilized. If there are two 
phrases written with one an octave higher than the other, 
though identical, Matthay suggests that they not be played 
in the exact same way because the notes are the same. In 
Chopin's 1 Harp Etude•41 the editor has written the melody 
using larger notes. Just because there are many notes to 
be played, every note does not receive the same treatment. 
Certain notes require more emphasis. 
Variety of tone coloring is possible by giving 
greater or less prominence to the upper or lower parts. 
An example of this is the Bach Fugue !g D Major-Book l!J or 
any other fugue. 
41Illustration on the following page. 
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Even though there is need for tonal emphasis of the 
melody, this does not mean tasteless accentuation of it. 
One should also guard against using rubato accents to make 
the melody prominent. 
Great care should be taken in regard to fingering to 
avoid cramming the fingers when they are playing. Finger-
ing should be indicated with the passages and playing 
convenience in mind. The student will remember fingering 
once it is made clear that he should only remember finger 
groupings. This has to do with "associating a certain set 
of fingers with a certain set of notes ••• "42 The finger 
• 
group leads to the motif group, to the phrase groups, thus 
leading again to continuity. 
Close attention should be given to the feet as well 
as to the fingers. In the preceding section the problem of 
pedalling was covered, but here are a few additional con-
siderations: 
-1. Poor pedalling leads to discontinuity. 
2. The breaks between phrases must not only be felt, 
but played clearly. 
3. Listening to one's playing will prove to be of 
considerable value in determining when and where to use the 
pedal. 
42Tobias Matthay, Musical Interpretation, p. 122. 
4. The pedals aid to tonal contrast in quantity and 
quality, rubato effects, and general continuity in playing. 
Another factor of importance in interpretation is 
duration. Providing the correct or accurate amount of time 
to legato, tenuto, or staccato influences the level of mas-
tery in playing. Duration can either be with the finger 
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or pedal; the latter of more importance, because the pedal 
enhances the resonance of the tone and prolongs the sounded 
tones. The types of pedalling are syncopated and legatis-
simo, and half-pedalling acquired from the sostenuto pedal. 
Memorization, Memory of something implies continu-
ity of something. No particular routine is advocated, but 
it is felt that whatever is used should vary with the person, 
Persisting too long brings about fatigue, thus little is 
accomplished, To repeat, analysis is a part of memorization, 
thus requiring attention and interest. 
There are three kinds of memory mentioned in Matthay 1 s 
Qa Memorizing; (1) instantaneous and never forgets, (2) slow-
ly and never forgets, and (J) laborously and forgets quickly, 
Isolated facts mean very little, therefore in memo-
rizing one must bring what is to memorized into some form 
of connection or progression of thought. In music, each 
chord or note must be made to suggest the next; a chain of 
~uggestion-connections. 
In performance one must allow each coming portion of 
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the text to be revived by the rhythmic swing of the passage. 
If one repeats a passage to recall the sequence of thought, 
the sequence is destroyed. Errors that are made due to me-
mory lapses are more obvious when the student goes back to 
recall the sequence. 
Three forms of memory are: 
.. 
1. musical which involves melodic, harmonic, 
rhythmic, tonal, time and durational sequences; 
2. visual which involves eye memory of the 
page and eye memory of keyboard progressions and 
combinations;· 
3. muscular which involves a sense of place 
and movements from note to nate on the keyboard 
and sense of key resistance. 3 
The danger in muscular memory is the loss of musical con-
trol due to trying to acquire the necessary automatic part 
of the performance memory. The remedy would be to insist 
on constant musical attention through the time impu1se 
and practice is necessary, the student should never let the 
automacity rise above the musical meaning. 
43Tobias A~ Matthay,.On Memorizing, (London: Oxford 
University Press, 1926), p. 9. 
In fast or agility pieces constant analysis and 
re-analysis is important to rhythmic control. There are 
certain rhythmical landmarks in each piece of this nature. 
Fingering in such pieces should be handled through note-
finger group association. 
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In memorizing, one must inevitably aim towards various 
milestones; certain passages are more important than others. 
"Only by such perfect memory of all its constituents can 
we hope to produce a musical picture perfect in its perspec-
tive, perfection of its outlines--perfect as a whole.n44 
Because it is the essential manifestation of that 
prime fact, because Pulse is Life, therefore it is 
that we feel Music to be alive when in its pursuit 
we do act in consonance and harmony with that Supreme 
Fact, • ~ • and are therefore in harmony with Nature 
herself.~5 
The ideas and principles of Matthay represent a man 
whose aim was to rectify many misconceptions of playing by 
re-emphasizing established principles, and introducing ideas 
that are applicable to all piano playing up to his time. 
Though his ideas are presented with new or broader considera-
tions, all of them are not firsts. Theodor Leschet1zky, of 
an earlier time, will be discussed in the following chapter. 
44Ibid., p. 15. 
45Tobias A: Matthay, Musical Interpretation, p. 153. 
From reading it will be noticed that many of the same 
facets are treated similarly, but with characteristic dis-
tinctions and emphases. 
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CHAPTER IV 
THE THEODOR LESCHETIZKI APPROACH 
At an early age, Theodor Leschetizky (18)0-1915) 
studied with Carl Czerny; and a short time later, at the 
age of fifteen, he used the ideas learned from Czerny in 
addition to some of his own to establish a school of piano 
playing. Leschetizky 1 s roster of pupils included such per-
sons of note as Paderewski, Hambourg, Gabrilowitsch, Leginska, 
Bloomfield-Zeisler, Goodson, and Essipoff. Though he claimed 
• 
to have no real method, his distinguished assistants, Marie 
Prentner and Malwine Bree, have recorded his principles in 
two writings, The Modern Pianist and ~ Groundwork Q! the 
Leschetizky Method, respectively. From these works, the 
writer of this study is here presenting the Leschetizky 
method for piano study. 
General Statement. Two distinct characteristics of 
this method are the preparation of the playing apparatus, 
the fingers, and the development of all degrees of strength; 
acquiring all shades of tone possible. This includes the 
study and practice of technique and expression equal to the 
demands of modern piano playing. It is suggested that the 
student discontinue sight reading so that he may concen-
trate on practice and exactness in order that the hand may 
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adapt itself to gain flexibility and strength, and to insure 
smoother and more accurate results. Attention has been 
given to individual differences in the construction of the 
hand and to the acquisition of strength. The exercises 
that are provided are to be practiced first with hands 
separated and then hands together; applicable in scales, 
arpeggios and in other technical exercises. Also supplemen-
tary reading has been suggested and playing from the works 
of Czarny, Kullak, Tausig-Erlich, and Clementi. 
I. ATTITUDE AT THE PIANO 
Leschetizky suggests: Sit at the piano uncon-
strained and erect, like a good horseman on his 
horse, and yield to the movements of the arms as far 
as necessary, 1as the rider yields to the movements of his horse. 
The distance should be such that when the arms are 
bent, the finger tips should rest on the keys in an attitude 
of repose with the feet attending the pedals.comfortably. 
The elbows should be level with the keyboard, if necessary 
for purposes of comfort a little higher and at a moderate 
distance from the sides. The seat should be adjusted to meet 
the above demands. 
lMalwine Bree, ~ Groundwork Qf the Leschetizky 
Method, (New York: G. Schirmer, 1902), p. 1. 
Stress should be placed on a 'graceful attitude' 
while playing. Unless given concentration this lack 
of grace can injure the effect of the performance. 
Expression should be through the fingers and the 
true fee~ing, if acquired, manifests itself sponta-
neously. 
II. HAND AND FINGER POSITION 
Regardless of the size of the hand, large or small, 
the hand of the pianist or advanced student of piano is 
relatively broad, supple at the wrist, and muscular from 
finger tip to the arm. The nails of the pianist must be 
kept short so that a full, solid tone will be produced. 
Though there are differences in hand construction, the 
position advocated by Leschetizky remains the same. 
2Ibid. 
2Marie Prentner The Modern Pianist, (Philadelphia: 
Theodore Presser, 1903J,-r!gure 2, p. 8. 
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It must be mentioned, before going on further to hand 
position, that the idea of having long hands is not highly 
advantageous to the student. A hand that is too long is 
not always good because it has a tendency to tire soon when 
playing long, close fingered passages. However, it shows 
superiority when widespread chords are to be played. On the 
other hand, the short hand can stand fatigue longer and ac-
quiree the •pearly•4 touch sooner. When widespread chords 
are to be played, the small hand is virtually lost; there 
are times when it can barely reach the span of an octave. 
Leschetizky feels that the only way to get strength 
in the fingers is to hold the hand ro~ded upward, with the 
wrist lower than the knuckles, and the fingers curved so 
that the tips fall directly on the keys. The thumb, being 
the only exception is held away from the hand with the end 
joint bent slightly. Because of the construction of the 
hand, a curved line results when the fingers are placed on 
five consecutive keys. 
The following exercise is suggested for practicing 
position and gaining strengthS: 
4Bree, ~ Groundwork 2! the Leschetizky Method, p. 2. 
5Illustration on the following page of the hand posi-
tion for exercise. 
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Right Hand: Sit at an easy attitude in front of 
the keyboard so that the wrist can be easily bent 
downward. 
Lift the note E with the second and third fingers 
as far as possible while other fingers are depressing 
other keys. These fingers should be in a well curved 
line and then placed firmly on the outside edges of D 
and F, and then placing the fourth finger on G and 
the fifth on A. 
The thumb presses C with its extreme point, not 
too extended or contracted. The knuckles are to be 
held high, making a hollow between the thumb and the 
second finger. 
The wrist is to be kept at a height equal to that 
of the elbow, the forearm on level with the keys. 
The strength needed for holding these tones should 
not have any arm pressure, no strain or pain be caused. 
This tends to loosen the firmly connected knuckles. 
This is followed by: Keeping the same position 
(Figure 2), press E with the third finger freeing F 
and separating the third and fourth fingers. Again 
the joint is worked for loosening; the most tightly 
made of all. 
6
rbid., P• vii. 
101 
Change doing positions for a while, shift the 
fourt~ finger to F freeing G; then the fifth finger 
on G. 
The same exercise is used for the left hand, but reversed. 
With continued practice the hand becomes accustomed to this 
position and exercise. 
It must be noted, however, that to gain a firm grasp 
of the keys the wrist should be raised slowly, not very high, 
and while counting slowly from one to four. When four is 
reached let the wrist sink enough to touch the keyboard base, 
position of the fingers unaltered. 
8 
This should be practiced with each new position, and the 
following kept in mind: 
1. hand in rounded upward position; 
2. fingers keep position; 
7 ~., P• 1. 
8Ibid., P• 9. 
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J. raise wrist no higher than its original9position; 4. upper arm does not follow wrist motion. 
Evenness of tone is a most necessary acquisition and 
therefore is accomplished by the even distribution of 
strength and pressure. This even distribution is first of 
all accomplished by the realization that all fingers are of 
unequal length and muscular strength. The thumb is the 
strongest with the third, fifth, second, and fourth follow-
ing. When practicing, the weaker fingers must be exerted 
with the greater amount of pressure; the stronger ones exerted 
with their normal amount of pressure. The ear serves as a 
gauge when practicing different dynamic levels in relation to 
the pressure exerted, and to determine evenness of tone. 
It has been mentioned that the hands should be prac-
ticed separately at first, and only tor short periods of 
time. When the fingers begin to show signs of adjustment 
the student may increase practice time, at the same time 
being conscious that inattention brings about fatigue. A 
heavy hand is a sign to be watched for. Some general rules 
to remember are: 
.. 
1. It is best to play all finger exercises at 
first only with a light touch; after two or three 
days one may try to get more tone, always endeavoring 
9Bree, 22• £11., p. 4. 
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to play evenly (with equal strength of tone} with all 
of the fingers. 
2. It is not well at the outset to repeat finger 
exercises until fatigued. Avoid this by frequent 
alternation of the hands ••• finger exercises are 
never to be played with both hands together. 
3. Without interrupting practice, lower and raise 
the hand frequently while playing • • • prevents hand 
from growing stiff. 
4. When the finger is raised from the key, it 
must not change in form, but remain curved. 
5. Always keep a watchful eye on the finger tip, 
and strike the key exactly with the tip, for • • • a 
full, strong tone. 
6. • •• in playing a melody forte, or for strong 
accents, the black keys are struck, not with rounded, 
but outstretched fingers. The fingers thus toucf0a wider key surface and are less apt to slide off. 
The following is a sample of the exercise given for 
practice of single fingers and is to be continued through 
all notes up to the fifth finger, keeping the same hand 
position (Figure 2). 
10 Ibid., P• 5. 
ll Prentner, ~· ~., pp. 16 and 17. 
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III. STYLES OF TOUCH 
The styles of touch are principally legato and 
staccato, with variations of both, in which all dynamic 
levels should be developed. Before going to the exercises, 
it is suggested that there should be some preparation: 
Right Hand: Hold the keys down firmly as in 
the first finger exercises. Counting one to four, 
raise thumb from D and press so that it can be heard 
giving an unheard second pressure, not raising the 
finger. This is for strengthening the touch. 
Second and third fingers are to be drilled the 
same way with the hand in the same position. For 
the fourth finger, position two is necessary and for 
the fifth finger, position three. 
Start at pianissimo and go to fortissimo until 
a feeling of complete independence is reached. For 
a good legato practice the following illustration. 
Crescendo and decrescendo can be us!~ after the 
various degrees have been attained. (Illustration 4) 
Legato. Legato touch is generally executed by lifting 
the finger only when the next finger has struck its key. 
Whenever the thumb is used in legato playing it is suggested 
that it is not to be given full exertion, because it is the 
strongest of all fingers and therefore the student must strive 
to equal it in balance to the others. There are two forms of 
legato touch as indicated by Leschetizky. 
12Ibid., paraphrased, p. 9. 
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Complete legato: Thumb and second finger are to 
be prepared by placing the fingers in contact with 
the keys, not depressed. The thumb plays D, second 
finger strikes while the third finger is quickly 
prepared on E, the thumb leaving its key avoiding 
continuous vibration. When the third finger depresses 
the fourth is prepared on F and the second is raised. 
The same for the fourth finger and on, playing G, the 
fourth is again prepared to return to c. 
In slow tempo all fingers are raised high except 
the thumb which remains on or close to its key to 
keep a steady hand; in quick time the fingers are 
raised less, the fifth finger raised highest of all. 
• • • • • • • • • • • • • • • • • • • • • • • • • • • 
Non-legato: Right Hand: The difference between 
the two legatos is that non-legato has no finger 
preparation. The finger rises with the key; when at 
the normal level of the key the finger continues with 
its upward motion, raising it as high as p~ssible 
except the thumb, even in the quickest tempo. Exer-
cises on one and the same key are to be omitted, 
because in these the non-legaiQ must through speed 
be changed to a legato touch. J 
Legato should be executed with an unmoved wrist and 
gliding fingers close to the keys. The gliding movement 
acts to bind the keys; the thumb held in an ascending position, 
as if to play a glissando. 
When bringing out a full tone in the legato, the 
strength of the fingers must be reinforced by wrist pressure. 
This is done by touching the key lightly and forcing the 
finger to press it down by means of a swift upward movement 
lJibid., paraphrased. 
of the wrist; keeping the wrist and finger joints firm. 
The wrist should be turned to its normal position after 
striking·; while the finger holds the key lightly. 
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Staccato. In staccato touch the keys are not pressed, 
but are struck down from above. There are two types of 
staccato; finger and wrist, the striking mechanism being 
flexible at the knuckles or the wrist. 
For the finger staccato the fingers are thrown upwards. 
The wrist should be held loosely, yet unmoved, and the finger 
' to be used is raised high in a curved position. When playing 
rapidly the staccato becomes a non-legato, because the finger 
has not time to draw back fully before the next note is 
played, the two movements nearly coinciding. 
In the wrist staccato the finger keeps the same bent 
position and is thrown upon the key, striking it and then 
instantly withdrawn by the wrist. This should be practiced 
by alL fingers in succession. Again, the faster the tempo, 
the shorter the wrist movement. 
Portamento. A kind of staccato is called the porta-
manto touch, It is executed by preparing the finger and 
letting it strike the key while the wrist drops slowly. The 
finger leaves the note by a gentle raising of the wrist. 
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The Lifted Tone: The wrist is loose while the 
finger joints are firm. The bent finger touches the 
note lightly and noiselessly, pressing down with a 
swift, short stroke and is instantly lifted from the 
key by the lying back of the hand, from the wrist. 
In continuous playing the next finger falls on its 
key without hesitation. If two notes or full chords 
are to be played, the same rules apply to all the 
fingers employed together.l4 
The following samples are taken from the exercises 
that are suggested to supplement the instructions; hand 
position is that of figure two. 
Finger Staccato: 
Wrist Staccato: 
14Malwine Bree, The Groundwork£! the Leachetizky 
Method, p. 73. 
l5Prentner, £E• ~.,pp. 13 and 14. 
16Ibid. 
Portamento: 
.. 
IV. SCALES 
One can remember the early days of piano technique 
innovation when the thumb was not used in playing scales; 
however since the writings of Couperin and C. P. E. Bach, 
the thumb has been recognized as a significant member of 
the hand and fingers. When one plays scales the thumb 
must not be jerked into position, but should be such that 
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it follows the movement of the hand evenly and horizontally. 
The wrist should be held loosely with the fingers curved; 
even on the black keys. 
In most scales the thumb acts as a pivot and passes 
or is carried under other fingers. In an ascending scale it 
passes under as soon as the second finger or second note of 
the scale is played, and only at the end of the scale is the 
thumb in its normal position beside the hand. 
Diatonic. In the diatonic scale, the fundamental 
principle and principal difficult7 is the passing under of 
the thumb. 
The second and third fingers and thumb do not 
stand in a straight line with the ke7s, but are 
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held slanting to the keyboard by means of the elbow 
shifted to the right or left of the body. In passing, 
the thumb must not disturb the position of the hand 
( second in the center of D and the third on E near 
black D/1). It should,strike the key gently using 
its tip. 
It should be gradually raised from under the third 
while counting and the third finger should be handled 
in the same way, very, very, very slowly. It should 
also be done with the thumb and fourth finger (See 
second exercise on scales). The third or fourth fin-
ger should strike loudly and the thumb softly--the 
thumb being stronger naturally accents when lifted. 
This is the foundation of a continuous scale. Pro-
portion is of utmost importance (See exercise on 
scales). 
The thumb plays while fingers two and three are 
prepared on D and E. At the moment the two fingers 
pla7, simultaneously, the thumb should pass quickly 
under to F; when it plays F the hand shifts slightly 
to the right as quickly as possible and close to the 
remaining keys of the scale (See all positions for 
scale playing). If more than one octave is to be 
played, the second finger strikes, the thumb is 
swiftly prepared on C and so on until the next octave 
is completed. 
After playing together the fingers are to leave 
the keys in an undepressed position. This applies 
in all keys and in all styles of touch and degrees of 
strength. 
The Descending Scale: Fingers on F, G, A, B, and 
c~ When descending play c, B, A, G, F, and by a 
slight turn, as F is played the shift is made at the 
same time, .. on E and D, following through with the 
thumb on c. 
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For more than one octave, when E and D are played 
by means of the shift, on the playing of C by the 
thumb, and the shift made inwards carrying the fourth 
finger into preparation for another octave. 
• • • • • • • • • • • • • • • • • • • • • • • • • • • 
The thumb should always remain close to the keys 
during the passing motion with the thumb playing 
piano.lB 
For smoothness in velocity scale playing, it is sug-
gested that the weaker fingers should be strengthened in 
order that all fingers will be relatively equal in strength. 
The scales may be played in octaves, thirds, sixths, and 
tenths, but should be practiced with both hands or singularly 
in slow direct rhythm at first. When scales are played in 
unison, it is suggested that the student try playing them in 
contrary motion, in various styles of touch, and degrees of 
strength and rapidity. 
Chromatic. For the chromatic scale the position is 
the same as for the diatonic scale;, with the wrist slightly 
raised. 
Ascending Right Hand: The thumb is prepared on 
c, second finger on D. Played slowly first, and 
piano. 
Thumb again prepared on c and the second finger 
on C# - thumb strikes, then second finger; then the 
thumb leaves C to D, and plays. After this the 
second finger plays C# and the thumb is returning to 
c. 
18 6 Ibid., pp. 1 and 17. 
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The second finger prepared on C# and the thumb on 
D. The second finger plays, then the thumb; as this 
finger is shifted forward on its key with a corre-
sponding movement of the arm, the second finger is 
quickly prepared on D# and_plays. While the thumb 
plays and is shifted backward the second is again 
quickly prepared on C#. 
The thumb and second and third fingers are pre-
pared onE, F, and G. These are practiced separately, 
then the thumb, second and third alternately. After-
ward, all three play consecutively up and down--the 
thumb, piano. 
The thumb must be practiced piano, legato, and 
staccato as in diatonic, playing in the center instead 
of on the edge of the key. ~ 
In descending the chromatic scale the student uses the same 
procedure, but in reverse. Chromatic scales must be prac-
ticed in all of the varieties of rhythm, intervals, touch, 
rapidity, and strength as suggested in the diatonic scale 
(See illustration on the following page). 
19 Ibig., p. 35. 
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Diatonic Scale Finger Preparation: 
Chromatic Scale Finger Preparation: 
20Ibid., P• 18. 
21Marie Prentner, The Modern Pianist, p. 34. 
Passage of the Thumb in the Diatonic Scale: 
Finger Position after Passage of the Thumb: 
22Ibid., p. 15. 
23rbid., p. 19. 
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Preparation for Scale Playing: 
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24rbid., p. 15. 
25Ibid., P• 16. 
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For a Continuous Scale: Large notes are the only ones 
to be played. 
JJJJ jJJJ 
Ascending and Descending the Diatonic Scale: These 
can be reversed, starting with the fifth finger on the right 
hand and the thumb on the left. 
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27Ibid., P• )0. 28Ibid. 
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The illustration at the bottom of page 115 is concerned with 
special force being exerted by the same fingers; even touch 
of all fingers below: 
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Velocity Preparation: Emphasis on strengthening the 
second and fourth fingers with particular accentuation of 
1 
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29Ibid., p. 31 30Ibid., P• 25. 
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Taking the same notes and changing their value: 
V. ALTERNATING FINGERS ON THE SAME KEY 
The fingers should move only at the knuckles, curved 
with the tips making a "wiping•33motion on the key. The 
wrist should be held loosely and relatively high so that the 
hand can follow the movement of the fingers by turning 
slightly outward. 
VI. CHORDS 
Chords are to be pressed, not struck. One must arch 
the hand as one's stretch permits, keeping the fingers 
curved, tips of fingers and wrist firm during the stroke. 
32Ibid., p. 18. 
33M~lwine Bree, The Groundwork Q! the Leschetizky 
Plethod, p. 27. 
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In slow succession of chords, either wrist action, upward or 
downward, may be used. When playing chords in rapid suc-
cession the upward action of the wrist should be used. The 
actions of the wrist become more or less extreme depending 
on the passage indication, forte or piano. 
Particular attention should be given, by the student 
or teacher, to avoid fatigue when playing chords. After hav-
ing played a chord the wrist must be relaxed instantly after 
each stroke, therefore no more strength will be needed to 
hold the keys down after they have sounded. The student 
should hold his fingers of the uplifted hand, after striking, 
in shape of a fist to allow the muscles to rest. Below is 
an illustration of the position suggested for a four-fingered 
chord; the procedure will follow. 
34Prentner, 2E· cit., p. 41. 
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Right Hand: The tip of the thumb on c, the 
second finger in the middle of E, the third near the 
black keys on G, and the fifth extended to c•. 
There will be a tendency for a slight outward turn. 
Seventh chords in root position are played using 
fi.ngers 1, 2, ), and-4, sometimes 5 if the octave of 
the chord is played. 
• • • • • • • • • • • • • • • • • • • • • • • • • • • 
Raising and lowering or the wrist is suggested in 
playing large broken chords. 
Striking chords from the wrist, it is raised 
being brought back as far as possible and then falls 
back in place; to acquire certainty. 
• • • • • • • • • • • • • • • • • • • • • • • • • • • 
When playing chords on black keys, the fingers 
are held flatter. 
Cooperation of the arm to develop strength is 
necessary in manipulating chords. For sonorous chords 
the fingers are held in readiness, then strike strongly 
with the full assistance or the arm, and the wrist 
depresses slightly and rebounds to normal height, and 
relaxes arm strain. For short sounding chords, the 
fingers take the necessary form while raised falling 
in shape from above on the keys-striking and leaving 
quickly with a slight throwing of the keys before 
playing-the wrist may be either depressed or swing 
upward.J5 
For broken chord octaves, it is suggested that. the 
student begin to develop a means or recognizing the chord. 
Spelling out the intervals or using the sol-fa syllables 
are two recommendations. The wrist is to be held high and 
firm with the thumb notes more forcibly played in both hands. 
35Ibid., p. 49. 
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"In chords, the theme usually lies in the highest 
part."36 In order that the theme may be brought out clearly 
the finger bearing it should be stretched out longer than 
the others. A flat finger is suggested if the top note is 
a black key, because the longer stretched position presses 
the key down deeper, gaining a fuller tone. When the theme 
is on the white keys the wrist should be held high and firm 
giving support to the finger and not putting pressure on all 
of the fingers. 
The exercises for chords are all similar to the follow-
ing excerpt, carrying each repeated tone through all members 
of the chord and breaking it up into small Alberti-bass 
figures; the second excerpt is representative of those per-
taining to broken chord fingers, playing the members of four 
and five fingered chords. 
3~ree, .2.£• .£ll., P• 56. 
38Ibid., P• 45. 
37Prentner, £E· cit., p. 41. 
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VII. THE GLISSANDO 
Above all, the glissando must sound smooth. It is 
advised by Leschetizky that the third finger be used. Octave 
glissandi, only well executed by large, powerful hands, are 
executed by having the tip joint of the fifth finger curved 
under so that the nail glides over the keys, and the thumb 
depresses the lower keys with its inner lining. 
VIII. FINGERING FOR OCTAVES 
The fifth finger is to be:used on the white keys, and 
the fourth finger is to be used on the black. If the hand 
is short, the student may use the fifth all of the time. The 
following is an exercise suggested for octave technique: 
Position: Prepare the thumb and the fifth finger 
on the extreme outer edges of the keys; thumb curved 
and on its point, the fifth finger more stretched out. 
Other fingers should be held high to avoid undesired 
notes to sound. 
Octaves should be played and the hand should be 
raised and bent back as far as possible from the 
wrist (counting). After bending the hand, drop it 
quickly on the keyboard; resting before repetition.J9 
Octaves should be played from the wrist predominantly in 
quick piano passages. Quick forte octave passages are played 
with a high wrist and a slight raising of the hand. 
39Ibid., p. 68. 
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IX. EMBELLISHMENTS 
The chief embellishments are the trill, mordent, turn, 
and the appogiatura, all performed with clarity and elegance. 
Trill. The most important of all embellishments is 
the trill, which requires evenness of finger pressure. The 
difference in the strength of the fingers must be equalized 
by difference in pressure. Practice of the trill may be in 
triplets, combinations of fingers in legato touch, in ores-
cando, and accelerando; from slow to fast to very fast. When 
a new finger is added when playing a trill it should not be 
noticed. For forte trills the stronger fingers are used, 
and for a brilliant trill one should strike the principal 
note with one hand while the other continues it. Principal 
notes, particularly if they are a part of the melody, should 
always be brought out. 
It is advisable to begin a trill with a well-
nigh simultaneous striking of the first two n9tes 
coupled with a slight impulse from the wrist.~O 
Mordent. In the mordent, the accent usually falls on 
the principal note, played with the third and fourth fingers, 
this note having the stronger finger. If a weaker finger has 
to be used, more pressure must be given. 
40 ~., p. 39 
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~. The turn is probably the simplest of embellish-
ments, using the fingering 3, 2, 1, 2. 
Appogiatura. The appogiatura is to be played in 
connection with paired notes or chords. It is taken together 
with the notes below it, with the principal melodic note fol-
lowing instantly. If the appogiatura is in the bass, it is 
to be taken simultaneously with the chord or the note. 
X. DYNAMICS 
Musical dynamics is the art of employing the 
various shadings brought out by changing force of 
tone. There are three primary colors, piano, fo4re, 
and accent. From these a color scheme is built. 
Forte and fortissimo cannot be brought out without 
the strength of the fingers; the wrist being brought into 
play. The finger tips and wrist should be held firm. In 
rapid passages fortissimo is not only the product of indivi-
dual finger power, but the total effect of all factors of 
reinforcement which the pianist has. 
Accent is also obtained by a firm finger and wrist 
which supply the necessary action so that individual tones 
may be marked by stronger pressure for melodic, harmonic, 
41Malwine Bree, ~ Groundwork 2! ~ Leschetizky 
Method, p. 60. 
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or rhythmic emphasis. In the case of a prolonged tone, the 
finger should hold down the key maintaining a relaxed wrist. 
If the prolonged tone is held down by the pedal the hand is 
withdrawn. 
When executing a crescendo, the student must observe 
from where it begins and tigure out the tone power necessary 
to reach the end of the crescendo. It must be begun with a 
loose wrist which gradually increases in tension. For the 
diminuendo, the procedure is reversed. 
XI. PEDALLING 
The chief purposes of the pedal are to bind separated 
tones, reinforce tone, and to produce special effects. The 
ear serves as a regulator for correct usage. A tone is held 
when the finger is withdrawn as a result of simultaneous 
pedalling. The syncopated pedal is to be employed only where 
the tone or tones which should continue to sound can be held 
down by the fingers over the change of the pedal. Some 
rules governing the usage of the pedal are: 
1. In chords the bass tone must sound with its 
chord. 
2. The pedal may be freely employed in high 
positions than when playing low or in the middle of 
the keyboard; because the shorter soundwaves of the 
treble produce a shorter resonance. ). In connection with the pedal, to convince 
yourself that the above is correct, higher tones, 
less because of their prolonged resonance; conse-
quently, low bass tones must be sooner released by 
the pedal in ascending passages. 
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4. For the ear, however, pedal-dissonances may 
be over powered by a crescendo, the weaker tone being 
always covered by the succeeding louder tone.4Z 
The soft pedal has been placed on the piano for the 
primary purpose of veiling tone. It is also used to help 
taper down a diminuendo more delicately and to give "color" 
to melody tones. 
XII. ARPEGGIOS 
The main difficulties involved in executing arpeggios 
are attaining a smooth legato and passage of the thumb. The 
following is the position of the thumb as it passes under the 
third finger: 
42Ibid., P· 63. 
43Marie Prentner, The Modern Pianists, p. 50. 
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The third finger and the thumb, passed under, are 
prepared on G and C; the third finger strikes and 
remains upon its key until the thumb strikes C; simul-
taneously with this the third finger releases G, and 
with a rapid turn of the hand to the right, accompanied 
by a forward movement of the arm and the shifting of 
the thumb on its key, the second and third fingers are 
prepared on C and E. When this is finished the second 
finger plays E, the thumb c while the hand moves bn~k to 
the original position, the third finger playing G. 
The preceding exercises should be practiced for three octaves; 
preparing the finger always and using quick shifts for the 
thumb. 
To descend while playing arpeggios, the second and 
third fingers are passed over the thumb with a slight turn of 
the hand inward, preparing on G and E while the thumb remains 
on its key. The second finger strikes E, the thumb c, and 
the third finger playing with the thumb being prepared on its 
key. Again, this should be practiced with the second and 
third fingers, forte, and the thumb, piano. If the arpeggio 
is begun on the fifth finger the same procedure is used, only 
.. 
reversed. After the first turn, the arm plays a principal 
part in the ascending and descending movement of the arpeggios. 
44 ~· Ibid., p. 51. 
Ascending Arpeggio: 
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Velocity and Equalization of the Fingers: 
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The same kind of exercise is written for the left hand and 
more elaborate ones are suggested for both hands at varying 
tempi. 
XIII. DOUBLE NOTES: THIRDS AND SIXTHS 
For legato scales in thirds and/or sixths the right 
and left hands should be directed outward, ascending in the 
right and descending in the left hand. Despite the visibly 
crooked position of the hands, the fingers should be well 
curved with the knuckles high. These positions should be 
reversed for descending in the right hand and ascending in 
the left. When various intervals are played at the same 
time, there should be only one motion of the fingers, without 
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a break in-between. The top note should be played with a 
firm touch with the other finger accompanying softly at its 
designated distance. 
XIV. STRETCHING THE SMALL HAND 
Small hands can be aided in gaining a normal stretch 
by using exercises for that purpose, keeping in mind great 
caution in accuracy and exertion, and by dividing practice 
sessions accordingly. When gaining the span of an octave 
the student must always keep the knuckles as high as possible, 
because of the consequent lengthening which will increase 
stretch capacity. 
48 ~., p. 60. 
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Once the span of an octave is gained, octaves 
should be played in chromatic sequence with the 
thumb and second, third, and fourth fingers. For 
further stretching try the second and fifth fingers 
together on an indicated interval. Both of these 
sets of exercises should be practiced with the raised 
and lowered wrist, legato, diatonic, and chromatic 
scales--in thirds and sixths.49 
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The above exercise can be reversed for the left hand, and at 
each practice different fingers may be used as well as the 
intervals themselves re-arranged. 
XV. RULES AND ADVICE FOR MUSICAL PERFORMANCE 
Many of us are familiar with the principal elements 
of music which are melody, harmony, rhythm, and timbre or 
tone color. We have discussed many specific aspects of 
piano study, but Leschetizky has provided us with some 
rules and general advice that will aid the piano study in 
assimilating these elements for competency in expression 
and communication. 
49Ibid., P· 66. 
50Ibid., p. 65. 
Melody. To Leschetizky, melodic performance was a 
matter of feeling and taste. Below are some suggestions 
and exceptions. 
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1. Where notes of unequal time-value follow one 
another, the larger note must be played louder than 
the shorter one, because it is to sound longer. 
2. Play a melody upwards crescendo, downwards 
diminuendo; ••• when the melody rises or falls by 
a wide interval, the crescendo or diminuendo is 
executed with greater intensity. 
3. The beats are unequal in accentuation, some 
being louder and others softer. Notes coinciding 
with strong beats are played louder, those on weak 
beats weaker. 
4. The directions given by leading composers are 
to be regarded as binding. Beethoven, in particular, 
indicated the shadings distinctly. 
_. 
5. Should it occur, that the first three rules 
come in collision on one and the same note, the 
majority decides what is to be done.51 
EXCEPriONS: 
.. 
1.· When a short note on a weak beat is tied to 
the following note, forming a syncopation, it is 
considered as a long note, and is played loud. 
2. When the highest note, in playing upwards, 
falls on a weak beat, it is played louder than the 
one preceding it. 
3. When a long note, in playing downwards, falls 
on a weak beat, it should be played louder than the 
one preceding it. 
51Malwine Bree, The Groundwork Q! the teschetizky 
Method, p. 66. 
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4. A shorter note which is lifted after a longer 
one, should5~e played piano, either ascending or descending. 
All of these ideas are specifically applicable for 
passages and accompaniment figures, not merely melodic 
passages, but also non-melodic passages consisting of scales 
and broken chords, all of which should be shaded. It must 
be remembered that when several successive tones are played, 
they should not be played with equal dynamic power, because 
this causes a hardness of tone which has often been attributed 
to the volume of a tone. Shading is of utmost importance in 
melody playing; tone coloring is not always a sign of senti-
mentality and produces many fine effects. 
Tempo. 
If we may apply the term •color• to musical 
dynamics, the tempo would be the life and movement of 
piano playing • • • charm of style • • • flows from 
continual changes in tempo, from contrasts in the 
movement • • • change in tempo must be so delicately 
graded that the hea5;r notices neither their beginning 
nor their end • • • 
The student's ear acts as a guide to help him deter-
mine the gradualness of tempi usage and variance. In a 
ritardando the gradual diminution of speed should be exactly 
calculated so that the end may not drag; and conversely in 
52Ibid., pp. 67 and 68. 
53Ibid., p. 69. 
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an accelerando, that one may not begin too fast. When 
"a tempo" follows a section, it should be led into gradually, 
the player not taking the term quite so literally. If the 
character of the composition allows an immediate increase 
going back to •a tempo,• it should be done. 
Arpeggios. •one must not always arpeggiate only such 
chords as are too widespread to play 1flat•.u54 An arpeggio 
may be employed when a tender or delicate effect is desired, 
and in such cases the right hand plays arpeggio and the left 
strikes the chord flat; where polyphonic passages are to be 
brought out more distinctly. When in the case of a chord 
carrying the melody, the melody note should not be struck 
with the bass note, but an instant after the bass. This 
gives a softer effect, played at the beginning of phrases, 
and usually on important notes and strong beats. 
Pedalling. The ear, again, acts as a requisite for 
pedal study along with a knowledge of harmony. The use of 
the pedal is governed by the melody, tempo, as well as the 
harmony of a composition. For quick tempos less pedalling 
is used, and in slow tempos more is required. Notes that 
cannot be bound by the fingers are to be bound by the use 
54rbid., p. 70. 
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of the pedal. The pedals are those mechanisms which primarily 
add variety in expression and aid the player in effects out-
side of those executed by the fingers and hands. Though the 
importance of the pedals is paramount, •rather too little 
than too much.•55 
Fingering. • • • • is good when easy.•56 The fingering 
of a composition must be accomodated to the size and striking 
capacity of the hands of the pianist. Generally, loud notes 
are played with strong fingers. As to making a choice, 
Leschetizky suggests that the student try the fingering in 
the composition first, making changes only when discomfort 
occurs. The pedal is a great aid for sustaining notes when 
the hand is needed elsewhere. 
Movements Q! ~ ~ ~ Arm. There are movements 
of the wrist which facilitate the execution of phrases, sup-
port the rhythm or rest the hand after the tension of forte 
playing by relaxation of the joint. Motions of the arm are 
principally found in chord playing by an involuntary reflex 
after striking vigorously. Though these movements vary 
55Marie Prentner, ~ Modern Pianist, p. 74. 
56Malwine Bree, ~· 911., p~ 73. 
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according to the piece and its character, and influence the 
type of tone, they both should be free and graceful. 
Memorization. 
1. To acquaint oneself with the piece in hand, 
read it through only once so as not to grow accus-
tomed to faulty fingers; then according to the 
difficulty of the composition as the mental grasp 
of the student, take up one or two measures or at 
the most a phrase, at a time, analyze it harmoni-
cally and determine the fingering and pedalling. 
Observe rapid passages in rapid tempo, because finger-
ing and pedalling might be suitable in slow tempo and 
not in fast. Afterward return to slow practice. 
2. Abstain from fine shading and emotion except 
when playing leading parts louder and secondary parts 
softer. 
). Read the practiced measure or measures through 
carefully and repeatedly with the eye, until the notes 
stand out clearly, sometimes naming the notes and then 
play the measure or phrase from memory, but no faster 
than memory can dictate the notes. 
4. If a note is missed, do not go back or grope 
around for it. If it cannot be recalled, check the 
music. 
5. When a phrase is played faultlessly and with-
out hesitation by heart, proceed to further measures 
using the same process. Take up old position and 
attach it to a new position. If one has forgotten 
what is done on the next day, repeat everything, and 
·things will go rapidly. 
6. Proceed to filing and shading; impart animation 
to the phrases and distribute light and shade. Pro-
ceed dynamically and technically, only step by step, 
suitably dividing lo.g.g passages, and practice each 
division separately.':l7 
57QR. £11., p. 76. 
Practice. Most pedagogaes emphasize meaningful 
practice; a simultaneous training of hand and head. The 
following are suggested: 
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1. The simplest finger exercises demand, for 
the untrained fingers, the undivided attention of 
the student. After the fingers have been controlled 
by thought • • • one will be convinced that they are 
at least growing independently and trustworthy. 
When pieces are studied, most attention may be direc-
ted to the mental side. 
2. Thinking is easier by practicing at first 
very slowly, not playing faster until one is sure of 
his ground.· Four hours of practice are safficient, 
more if an extensive repertoire is to be kept. 
3. As soon as the finger exercises, scales, and 
arpeggios are thoroughly mastered, the study of etudes 
may be supplemented. Czarny's School Q! Velocity is 
suggested for a beginning along with short easy 
pieces. The pieces should be played first, slowly 
as with the exercises, and played loader than one would 
do when playing them faster. When playing etudes, do 
one or more as long as you can to build ap endurance. 
4. Thought is essential in the study of pieces, 
for the way they ere learned or memorized goes from 
brain to fingers.~~ 
Additional works for technical study that have been suggested 
are: Kullak, School 2f Octave Playing, Czerny, AI1 2f Finger 
Dexterity Q2. 740, Exercises for the~~~ Forty Daily 
Exercises, Tausig-Erlich, Daily Studies, and Clementi, Gradus 
ad Parnassum. 
57Bree, 2Q• cit., p. 80. 
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THE ALFRED CORTOT APPROACH 
(As translated by the Writer) 
I am a man who has always believed that life is 
not made or wfat one finds in it, but or what one 
brings to it. (Alfred Cortot) 
One established method has been presented by Cortot 
that has been specifically applied to the works of Chopin, 
but is flexible enough for study or other composers' works 
as well. As a result or many years or experimentation and 
research, Cortot feels that he can guarantee effective con-
trol in attending to pianistic difficulties, which he has 
reduced to five major categories. Each of these categories 
have been analyzed in detail in the book, 1 Principes Ration-
~ ~ 1! Technique Pianistigue.•2 Regarding the problem 
of interpretation, he has written "Cours d'Interpretation,•J 
and specifically in regard to the works of Chopin, of whom 
Cortot was an authority, ·~ ~ recherch' ~ Chooin.•4 
Cortot has written a volume concerning French piano music, 
·~ Musigue Franoaise ~ P1ano,•5 and has edited several 
volumes of piano music. 
lsernard Gavoty, 1 Alfred Cortot," Great Concert Series, 
(Geneva-Monaco: Rene Kister and Union Europeene D1Editions, 
1955), P• 3. 
2Rational Principles of Pian1stic Technique. 
3The Sttdy of Interp~etation. 
4rn Search or Chopin. 5French Music of the Piano. 
I. THE PLAN OF STUDY AND THE EXERCISES 
This method begins with a preparatory section, "Daily 
Gymnastics for the Piano;• the purpose of which is the relax-
ation of all muscles. The areas covered are the finger, 
hand, arm, and shoulder. In this approach it is suggested 
that one must follow closely the developmental plan, because 
any departure will be in opposition with the initial object 
of what is to be covered. 
Exact conformation or the hands in attaining technique 
is not expected, because of the differences in the structure 
of individual hands. Therefore, fingering must be sensibly 
different. Careless adaptation of the suggestions will ulti-
mately show that stubborn habits are hard to change. Cortot 
feels that there are no unsurmountable physical obstacles in 
pianistic execution,. but the nature of the obstacle must be 
clearly defined and appeal to the mastery of reasoning. 
~ Categories. The problems of pianistic technique 
are distributed as follows: (1) equality, independence, and 
movement of the fingers; (2) passage of the thumb (scales and 
arpeggios); (3) double notes and polyphonic action; (4) exten-
sion; and (5) technique of the wrist, execution of chords. 
This categorization is felt to cover all of the prob-
lems of technical difficulty extant in piano literature. 
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The application or technique to the mastery and/or playing 
or compositions will be helped, ultimately making the student's 
mechanism orderly, supple, and exactly servant to the thought 
which is to be interpreted. 
The student is cautioned to study carefully and slowly 
rather than aim for too rapid or too conclusive results. The 
exercises provided are not to be abandoned on the pretext that 
the work is to be completed easily. The material provided is 
so arranged that connections can be made, because or the in-
terdependence of one set of exercises on others. 
Cortot advocates a principle of daily transposition 
that requires the student to practice a certain set of exer-
cises on one different key everyday, with sets of twelve days 
serving new necessities and thas covering the modulating cycle 
for every category. After there has been some degree o~ mas-
tery for a particular exercise, it should be carried through 
all degrees of the chromatic seale while the new exercise is 
practiced only in one key. Regular practice in this manner 
assures the maintenance of the fall mechanism, relaxed and 
servant to all demands of execution. 
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II. DAILY GYMNASTICS 
The purpose of thi• section is to relax the fingers 
of the hand and the wrist in view of their adaptation to the 
piano, and in consideration of all possible musical appli-
cation. The illustrated exercises on the following page and 
below should be practiced every day, and should be played to 
the metronomic indications. 
Preliminary Exercise: Independence of the fingers 
and control of their movements; sixty to eighty = f,. 
7 
~ Y c t.. r.. . fu)IJ; L. r... J . . . L .. :II 
tddd UdJ i.1 U::Y lddd ld:d:d 6--J J d 
3 3 + 
5 
6Alfred Cortot, Principes Rationnels de la Technigue, (Paris: Impremerie Francaise de Musique, 19~), p. 4. 
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This exercise must be played with the individual fingers 
keeping the main positions as indicated. The student must 
watch to maintain the necessary position for every chord. 
The hands should make combined movements of bending and 
rotation, up and down or right and left, for the purpose of 
complete movement; four movements for each measure. 
The preceding exercise can be used for transposition 
into all keys; for example: 
0 
1\ 
I rt 
-
.... 
-
_0_. 
I • n .... ., 0 0- 0 0 - ::: 0 ;;: ~ --"'!>.-. 
.\. u ~ 0 ';::: 0- 0~ _..,.o _Q- ~~ __o_- ..A !:" 
.,! ,e.o .e,o -e-0 -e-- .e..o -e-O .. • ,e.o • 
Another formula that can be used as in the first 
exercise is: 
~~~ ~ ~g I fg ·ll I:~J 
-&- -e- b~O ~.0 
All of these exercises are used for developing the muscles 
of the fingers, relaxation of the horizontal movements of 
the wrist, flexibility of the hand, and for developing a 
firm attack of the fingers with a supple wrist. 
The wrist must be held less high than the hand, with 
a natural position arrived at for the forefinger on a fixed 
7~., P• 5. 
8rbid. 
tone while the other fingers are held while it is playing. 
All fingers are to play from the same position, with the 
tips touching the keys. 
III. EQUALITY, INDEPENDENCE, AND MOVEMENT 
OF THE FINGERS 
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The principles and exercises of this s90tion are for 
the purpose of developing virtuosity in accordance with the 
rules of the past that have shaped the development of piano 
technique. The earlier years of keyboard playing show the 
nimbleness and repercussion of the players, all employing an 
animated display of trills, mordents, and runs; the virtuosity 
of Couperin, Scarlatti, and Rameau. A highly meditative or 
very eloquent style was characteristic of Bach, Haydn, and 
Mozart, which was tributary to the rhetorical sound deter-
mined by the instruments of that time. Then there was a 
style that was imitative in the manner of the singer; the 
transparency and grace of the ornaments of their art. In 
the nineteenth century the writings of Clementi, Mendelssohn, 
and Chopin showed another evidence of a tradition of expres-
sive playing. The purpose of this group was to develop a 
melodic curve and inharmonic tendencies in compositions, 
which led to an unexpected revolution in the present century. 
Dissonance, polytonality, rhythm (regular and irregular}, and 
percussion are typical to the twentieth century. 
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In this section are exercises containing the elements 
of all of the above mentioned. They are devised for equality 
of the fingers and the execution of particular timbres by 
various attacks. Equality of touch is the essential principle 
of this technique. The student must watch and follow the 
different hand positions and conformations. The fingers are 
to be curved in such a way as to strike the keys in the same 
way. 
The following exercise involves the equality, indepen-
dence, and mobility of the fingers, employing the movement 
of one finger at a time. 
lte~ ::~ ·:::r ~ tr.iff tr rTrrr=:: ·i:r r rrar~ rrr =~ ~ ~ ~ v 0 ~ ~~ ~ 0 J; ..::v 
Exercising of alternate fingers is suggested for 
gaining equality and independence; provided by the following: 
9rbid., p. 9. 
~~---------------------r------------------~144 . 
This exercise ascends as the preceding one and can be exe-
cuted in thirds, fourths, and fifths. The ~ne below is an 
example for two different fingers: 
• 
exercises for four fingers with 
one finger held down while the others play. This exercise 
uses the thumb on the right hand and the fifth finger on the 
left hand. 
10Ibid. 
11Ibid. 
This type of exercise is used also with the second, third, 
fourth, and fifth fingers, held while the other four play. 
Staccato or legato touches may pe practiced. 
Cortot then provides exercises that deal with the 
work of the thumb: 
Beginning on the second finger: 
14.5 
These exercises go through all of the fingers for both 
hands and as in the previous case, may be taken in staccato 
or legato touches at different dynamic levels. 
All or most of these exercises are designed so that 
the principle of transposition may be applied throughout. 
12rbid., p. 11. 
l.5~., p. 14. 
13 . 
.ill!!·' p. 12. 14 Ibid., p. 12. 
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Many exercises are provided for equality of the fingers in a 
succession of different rhythms. The following can be 
played by both hands at the same time, with the left hand 
playing an inversion of the right. 
5 + + ... 5 
l~e nit iJil11ii1100iJI 
~~ e fiH!Bl!JlBD!lll P !~H l !I !l I q :~ 
The remaining exercises of this section are devoted to 
such particulars as lateral movement of the fingers with 
emphasis on the joints, exchanging fingers on the same tones, 
chromatic sliding of a finger, disjointed movement, playing 
the diatonic and chromatic scales with other than the usual 
fingers, substitution, and embellishments of various kinds. 
Lateral movement of the fingers: 
• 
' 
(jj U.r w 
.35 
Disjunct movement: 
~ 
of one finger: 
Kinds of changes: 
J1~i'!>i2 
Repetitions: 
19Ibid. 20 1J&s!. 
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• 
• 
.. 
• 
21 
.!:eis!•, P• 19. 
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For this last group of exercises, to avoid prolonged 
study in their isolated form, Cortot has suggested that one 
should alternate them with other exercises. Most of the 
exercises are designed so that students with long or short 
fingers will find no great strain when practicing. However, 
for best results, legato study is suggested first on exercises 
designated staccato for ~nds with long fingers. 
IV. PASSAGE OF THE THUMB--SCALES--ARPEGGIOS 
The importance of the thumb has already been empha-
sized, and this section contains many varied exercises for 
the development of the thumb. In Cortot•s Prigcipes Rationnels 
~!! Technique Pianistique is a brief discussion giving some 
highlights of the development of the thumb in piano playing 
(See Chapter II). 
From the exercises that will follow one will see how 
Cortot has prepared the thumb for the movements it usually 
makes in compositions. The first shows detached lateral 
movements of the thumb with an immobile hand and a held firm 
finger. 
' 'd' > f'-±~1 q ~ )< Eyi ~ 1{5 p~.f 1J~ 1 ~:II! r~J'i r~ I r d 
~4- .... + + ..... -#-
22Alfred Cortot, Principes Rationnels ~ 1! Technique 
Pianistique, p. 24. 
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More than one held finger: 
:~ e#%J p1Pi pP'~Igefp 'f p'P 'f:llfytv ip'1 ~~ 
~ 3 
Broken chords with the thumb, a moving hand, and one 
held finger to each chord: 
~ 
A 
t \ n 
\I'"\. 
'_u 
/ .... ~ Tt l.l. 
:t 
A 
J.t~ 
•• .1 
•• 1 
•'.t i 
1 
1111 
---:-t,. 
l.t I 
J 
I 
1 r + Jill' .... It 
1 
rb~ 
• • I 
a 
. r 
l [ +t 
Scale passages with the thumb on each note: 
23il..!f!., P• 24. 24Ibid. 
i 
• il:' n 
a [ ~~ 
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Scales ~ Arpeggios. The movement of the thumb in 
scales and arpeggios is like a multiplying element of the 
fingers, but it does not cause inequality because of its 
size. Cortot proposes for ideal execution of the connecting 
scale a primary stave (exercise below} indicating the silent 
position of the fingers on the keys and a secondary stave 
indicating the notes played. 
~~-~. ~r. 1 I 
.~ I T "==- . . ,._()• 
J' ~ ~- J • .-1'-1--1 -L " 
::;)' 0 _o .. 0 I.J'l, "1 ">114!1\ ... 
rt r~t .. .. I,; t-. 7 ~~- :b ;;;JO• _0 "~ 1'1 r.......• I 
' 
~\.I -,.._ 1'>. o. 0 .... _..,-, ;:-·-r- / 
-
l'Hr~ .... .n. ... 
J o---.. ~/ ., / I / I ·-· I 
---1 L 1 3 :.t. / l._ ~ i-_~ -~ INa\-t'<;:. L / • 
/ / • ---L 
-
- '"d .. . --
f1 1?.1-t • .;.110· 
' 
~ t:"\• l l -.,. 
/1 r· ../ .c.J~ ... 4 /' _.d_ r=...J _, -- -~Ill art 
I ~"'\ \. 7. --.:Jll), _.....v ..... 7 l'"'i .J I 
' \/ . .._.• ... ~- ~ o• o- 0 Ll·"'l- Iii ML,•, ;] V'' v \ t-·~ . .0!~. Q-e-' -e-t f) / 
~/ 4 ~ ~ l ?. :L J 
r. 
-
\ Nc.rtf.·~ 
lV • • • I • Pl~@ J • ..... 
Execution is less easy in ascending in the right and 
descending in the left. In both cases, for perfect connection, 
preparation should be made of the thumb by rapid lateral 
placement of the hand. 
26Ibid., p. 25. 
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For the above exercise it is necessary to slide the 
thumb very near the piano. One must, very quickly, bring 
together the note to those which it will join. All partici-
pation of the hand in this movement should be such that one's 
facility is aided by a very light inflection of the wrist. 
Scales are provided to give practice to the thumb in 
passing after the third, fourth, and fifth fingers. In the 
following exercise it is suggested that the student use the 
same fingering. 
I' 2 
I :z.....,. 
rrn ~ I I 
'\..V J e 
27~., P• 26. 
26rbid., P• 27. 
' 
I 
• 1 
• 
' 
, 
1.52 
For executing arpeggios Cortot has provided another 
preparatory chart. 
') , ,~. .::r,..., ......... 
_,5 
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-
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In playing arpeggios one must have a flexible wrist using 
a little more stress than in scale playing, because of the 
separation of the fingers which are preparing the movement 
of the hand. 
Preparation for the attac.k of the thumb: 
I I I I 
~H. J..,Jil -= .;:- J.. 2.52. 32.5 ~32 !12.:5 :2 ~2 g 2.3 
I F;p" I L"''• p _.., , • t), •' ) •• I• • 
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Noft!Z.r 
nndP.A 
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Jll' • lJ 
I • II' 
..1 II p, ..,. +:r ¥ +4' ~ :5'2.~ :.L 32.. ~23 :J.. !J:L .:1::1.3 .:L '!! .:b 
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Exercises have been provided with arpeggios played with 
three, four, and five fingers. 
A special section has been provided for chromatic 
treatment of scales and arpeggios in techniques that are to 
develop further flexibility and muscular suppleness. Also 
29~., p. 27. 
3°Ibid. 
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included in this group are variations of broken chords and 
special exercises to develop facility in rapid execution and 
brilliant execution. These should only be given to the 
student for concentration at the judgement of the teacher. 
For chromatic facility and variety in the use of the 
fingers: 
Broken chords using three, four, and five fingers are 
given with the fingering indicated determined by the con-
sideration of rhythmic punctuation. The thumb, in this case, 
becomes subject to all modifications. 
All of these exercises call for a great degree of 
concentration and care, because of the importance of learning 
them correctly at first. The student cannot afford to be 
careless, because these are so intricate and involve so many 
movements and details of execution. 
V. TECHNIQUE OF DOUBLE NOTES 
AND POLYPHONIC PASSAGES 
Polyphonic execution and execution of double notes 
154 
are within a common physiological principle. The first, 
polyphonic execution, involves the overall use of the hands; 
execution by one hand of two or more melodic parts, each 
according to proper rhythm and of a particular design. These 
constitute fugal writing with the imitation and complications 
of the rules of counterpoint. The works of Bach, Beethoven, 
and Schumann, and for composers more recent, Brahms, Franck, 
and Faure, provide us with material for execution and inter-
pretation. 
The execution of double notes is characterized by 
equality of rhythm of two parts which are concurrent in for-
mation, and whose execution is confided to one or both hands. 
In most cases the u~per part is fitted by the lower part as 
one moves from note to note. The magnificent use of these 
notes is found in the works of Liszt, Chopin, and other compo-
sers who have followed them; using this as part of the artifice 
of romantic technique. 
In polyphonic execution the characteristics of timbre 
and rhythm, and the different melodies must be played as if 
"in relief." In the execution of double notes there must be 
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equality or the two tones; simplicity of intensity of the 
two parts is a rule. The predominant tone, usually belong-
ing to the upper part, is to be considered by the student 
as an element to which clarity and precision must always 
be the description. 
Because the study or double notes leads to effective 
preparation for polyphonic execution, Cortot insists that 
the student follow all exercises to the letter and in the 
order indicated. The exercises concerning double notes have 
been limited to the interval or an octave, because of the 
difficulties that become visible when they are to be executed 
in succession using the legato touch. The technique of the 
wrist intervenes when these are executed in succession using 
either the legato or staccato touches. 
The exercises involve simultaneous execution of the 
playing of more than one note. The ear as well as the fingers 
is a very important guide, and will be developed further as 
the fingers become more adept. 
The previous section is considered to be a natural 
precedent to the study of double notes, for one must have 
begun the job of gaining control of the fingers, particularly 
that of the thumb. The previous section assures perfect exe-
cution of finger attack in addition to the execution of a 
succession of different intervals and/or different suceessions 
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of intervals. It is important here to study the fundamental 
steps so as to avoid long periods of repetition, otherwise 
not always necessary. 
The first exercise concerns precision of simultaneous 
attack of the interval of a second. Again we notice another 
preparatory chart that gives us a foundation. Other exercises 
:~ C (!lAd#' Me 0 f ~ ~ EJ~® ? Rtrl 
-&-~ :.r (+) -e- • •Y -e: ~-e-o ...... ;-. ___ ...... .1 !f 5 ~ ~5 4 3 z 
• 
• 
·~~ 
are given for the student involving simultaneous attack of 
the third, fourth, fifth, sixth, and seventh intervals. Also 
are exercises containing successions of double notes which also 
involve passage of the thumb and exchanging fingers on suc-
cessive repetition of the intervals. Cortot has studies of 
the movement of the thumb and of the displacement of the hand 
32Alfred Cortot, Principes Rationnels ~ la Technigue. 
33Ibid., p. 39. 
in all successions or double notes. The preceding example 
can be carried through all intervals. 
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All or these devices lead into the study or the scale 
in double notes, in which all or the fingers are used to 
help the student execute this technique, though Cortot is not 
saying that it is the only possible way to play them. A pre-
paratory exercise is provided in which the thirds are taken in 
3 4 5 4 
successive groups or threes using the fingering 1, 2, 3, 2 in 
3 2 1 2 
the right hand and 5, 4, 3, 4 in the left hand, and variants 
or these when modification is called for. This exercise calls 
for a legato touch moving stepwise in thirds. 
In playing a chain of thirds there is the problem of 
the quick movement or the third finger passing from a secon-
dary note to a primary note; secondary and primary referring 
to degrees of importance. The problem or uneven distribution 
or weight is inevitable in this case, but the student must 
practice with an awareness or the problem. The following 
example will explain the 
gmt~ 
J i (.:11 5 .If 
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Execution of double note scales, diatonic and chro-
matic, is discussed at length in Cortot's method, and the 
principle of transposition, again ever present. He goes to 
great lengths to reveal to the student a variety of detailed 
fingerings. Double notes are also treated in broken chords, 
arpeggio-style, and in combinations of these. Here is an 
exercise which includes the principles applied in scale, 
arpeggio, and broken~chord e~ecution of double 
"<{~ I 5"1' <t ~ • 
J 3 'l 1 
Before going on which is given 
to the principle of transposition, is instead devoted to the 
treatment of chromatic execution of scales and arpeggios. 
Proper execution of the double notes and the matters 
concerning individual finger development lead to matters con-
cerning polyphonic technique necessary for the interpretation 
of the works before the Reformation through the eras of Bach 
and Beethoven. The principle of sonority, sometimes referred 
35Ibid., P• 4 7. 
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to as the search for a distinct timbre for every voice, is 
a study not often round in a work covering purely the gym-
nastics or pianism. The difficulty inherent to a polyphonic 
execution lies in the complexity or the rhythms confined in 
the fingers of one hand and the divergence or movements of 
those fingers on the keyboard. 
Cortot has limited the problem to the analyzation or 
two techniques, one of which concerns virtuosity and the other, 
a matter of the fingers. Many exercises are provided that 
particularly involve the understanding and execution of par-
ticular mechanical or physical essentials; preparatory and 
otherwise. The problem falls under the following headings: 
(1) double notes in contrary movement, (2) triple notes in 
contrary and parallel movement, (3) opposing rhythms of two 
parts or more, and (4) three parts with different rhythms 
and with trills. Two examples are given below and on the 
following page, the first or which concerns double notes in 
contrary movement; the second, triple notes in contrary and 
parallel movement, emphasizing the top, middle, and low voices. 
II .5 Jl..5 -1- ~ 4 .[ 4J 4 .:s ..f ~ ~- .1/. - ~ -.5 $ 
D ~fl-~.;J3~3~ 4.5 t.~.!l 4 
I $1; 1-..5 /L I I !)., j_4~tJJ' 
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J6rbid., pp. 53 and 54. 
I 2- a I 
~ !1 "] 2 
t; 1 i~.,~-
VI. TECHNIQUE OF EXTENSION 
160 
• 
• 
The development of stretching capacities between the 
different fingers of the same hand becomes more pronounced 
and demanding, because of the piano's resources which through 
the years have incited ideas which are phenomenal in charac-
ter. Before the eighteenth century the three fingers were 
used predominantly, and it is rare to find the use of an 
interval larger than a fourth. Since the eighteenth century 
on to the present century we find the use of intervals of the 
ninth, tenth, and even larger, executed by one hand. 
The exercises provided in this section try to help 
develop greater extension capacities between the fingers, 
within the limits of finger construction. Cortot suggests 
that the instructor guide the student carefully to manual 
conformation of the highest degree, and to direct differently 
37Ibid~, P· 55. 
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those studies serving or concerning the category of pianists 
who have long fingers and those with short fingers. The 
factor of muscular fatigue must be avoided as well as clumsy 
execution that is often due to careless work. 
The general manner of beginning the exercises of 
extension for the stationary hand depends on the fingers 
lying in a contracted position on the keyboard in an abnor-
mal position. For a beginning it is suggested to start with 
the following exercise which causes the separation of all fin-
gers on both hands. This technique must be carefully learned 
so as not to risk accidents which accompany too much repeti-
tion; muscular fatigue. It should be practiced with a degree 
of separation in between the fingers which progresses with 
each new extension. In establishing the approach in the rela-
tions between all fingers of one hand, normal separation is 
convenient at first. The limit is determined by the elasti-
city of the skin and muscles. This same exercise can be used 
for the left hand, but inverted to a descending pattern. 
'~ I I I I 9 I jo I <> I ~ I Q I To I 0 I 0 ;~ ~ l::f40 ~ :a: .Q -6>- -&- ~ ..e- -Q- -Q. ~ 
I fl. 12 I fl. !f ~ 
In case there is difficulty in extending to large 
separations, Cortot suggests that the student accompanies the 
38 Ibid., p. 61. 
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movement of the fingers by a lateral balancing of the hand 
which facilitates the attack of each finger on each note. 
The same exercise, previously given, can be arranged in vary-
ing rhythms and on other tones so that the student's attention 
will not grow lax due to boredom from the same exercise. 
VII. TECHNIQUE OF THE WRIST - EXECUTION OF CHORDS 
In that the technique of the wrist has not been 
thoroughly discussed heretofore, the student should not think 
that it is of secondary importance. Due to the sonority of 
the instrument, mobility and agility are important factors in 
the technique of the piano. Since this is so, the flexibility 
of the wrist helps the student reach higher levels of profi-
ciency. The movement of the hand and fingers is not possible 
to understand without the accompanying mobilization of the 
wrist. 
Many pedagogues have thought that the execution of 
velocity, too often the ideal of pianistic studies, depends 
on the rapidity of the movements of the fingers. In the 
execution of all passages the hand and fingers are limited 
·' 
without aid donated by the wrist. 
To think that to carry the hand on the clavier by 
the movements of the fingers is equivalent to suppose 
that, the automobile advances using the street for 
motor action. JY 
39Alfred Cortot, Principes Rationnels ~ !! Technique 
Pianistigue, p. 72. 
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It is most essential in octave technique that the student 
uses the wrist for this detached execution. One must learn 
to predetermine the need for supple movement and sense the 
horizontal feeling given by using the wrist when playing. 
This is also important when a passage requires some kind of 
vertical movement. 
In studying the role of the wrist in playing, Cortot 
leaves the matter of individual differences to the teacher, 
serving the particularities of every exeoutant. In some 
cases there is a naturalness toward proper use of the wrist 
which facilitates the progress of the student, whereas in 
other oases, a clumsiness or stiffness marks the progress 
which moves to the contrary of the first mentioned. The 
solution of this problem necessitates much technical effort. 
In either case the teacher must yield to the indicated exer-
cises which are necessary to surmount the obstacles leading 
to pianistio perfection. 
The study of the different movements of the wrist 
necessarily involves four major types of movements: 
a movement of horizontal propulsion, a movement of 
vertical propulsion, a movement of combined propulsion, 
and a movement of impulse. The first is applied in 
scales, arpeggios, glissandos, and in executing inter-
vals exceeding the possibilities of the hand. The 
second, a movement of vertical propulsion, assures the 
repetition of the same chords or of the same notes on 
the same keys, with the same fingers, or again, permits 
certain accents or certain attacks of particular force. 
These movements of equality are the basis of all sorts 
of detached playing of the wrist. Combined propulsion 
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concerns lateral and vertical displacements. They 
are simultaneously executed and needed to join 
chords or notes which may be executed by the same 
fingers on different degrees or in playing in suc-
cession chords containing three or four tones beyond 
the span of an octave. The last, a movement of 
impulse, permits execution of passages in tremolo, 
arpeggiated chords, broken-chords, rolls, and all 
p1an1st1c formulas requiring a very active exertion 
of the fingers; also those movement4 that are per-
cussive or use a rebounding action. 0 
Horizontal Movements. This involves primarily the 
principle of the forearm which aims for suppleness and 
degrees of rapidity. The fundamental movements involve put-
ting the right hand on the piano as far as possible from the 
left and projecting, by a supple movement of the forearm 
toward the last keys of the instrument to the right, then 
returning to the point of departure. Lower the wrist when 
putting the hand in front, then 11ft for bringing it back 
to the position of departure. The fingers must remain in 
contact with the keys in a normal position, and successively 
using all fingers in this manner. 
In this special section devoted to horizontal move-
ment, Cortot proposes studies for application utilized for 
rapid execution of technical ideas of all kinds concerning 
displacement of the hand. A scale of three octaves is sug-
gested indicating which notes are to be played and which ones 
~ ' 
are to be merely fingered, but with as much speed as possible. 
40~., p. 73. 
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• • 
• 
In taking note of the exact role which the wrist 
does fill, on the second execution, one renders a better 
exertion resembling rapid virtuosity. It is the impulse of 
the hand that advances the finger. In the following exer-
cise play only one note for every two octaves: 
• • 
The character of the glissando is played according 
to two different ways in which there is execution in 
gradations of loud and soft. In the case of loud or forte 
playing, one should start in a general angle of the thumb 
turned over and almost at a level point on the keys, or at 
an angle of the third finger held firmly and equally turned 
over to touch the keys with its nail. 
4libid. 
4~bid. 
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In soft or piano playing one should voluntarily use 
the angle of the index finger or either the third finger, 
but always in conserving the fingers in their natural 
position on the piano. Cortot suggests that the student 
incline the hand on the side or incline it for pressure for 
sounding the keys. The joint of the finger is in full action 
on each of the keys and as elastic as a "feather.n43 
The position of the wrist differs also in soft exe-
cution. When playing forte the wrist is flatly turned back 
on the piano keyboard; in piano execution, it precedes. It 
pushes in ascending and the same way in descending. While 
this is being done the hand and fingers are resting in a 
passive manner. 
Soft glissando: 
T: 7 ' 
Loud glissando: On the sforzando endings change the 
finger on the final note • 
• 
-
-.. 
431!2.!s!., P• 74. 44Ibid. 45Ibid. 
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A different position of the hand and fingers is used 
in executing glissandi in double notes of seconds, thirds, 
sixths, and octaves. For thirds, the wrist pushes the hand 
for piano passages. In sixths and octaves the general 
fingering used employs a fifth finger and the thumb, making 
a special position. In ascending, inforcement of the keys 
is assured by using the nail of the fifth finger and the 
fleshy part of the thumb. When descending, the fingering 
is reversed for each as well as the position. The fingering 
is inverted when used by the left hand. 
When playing a glissando on the black keys one 
usually plays in an ascending direction with the right hand, 
and in a descending direction with the left hand. The exter-
nal extremity of the third and fourth fingers is used while 
they are joined and stretched, the wrist being turned back 
in forte glissandi. In descending with the right hand and 
ascending with the left hand, one uses the inside extremity 
of the same fingers extended, and the wrist in normal position. 
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Cortot also devotes explanation to the particulars of 
crossing hands, leaps, and other horizontal movements of the 
wrist. 
Crossing 1h! hands with a quiet hand: 
• 
• 
Arpeggios with an ascending movement: 
I 
~ I I 
·' 
'!: J I I I }\, I' I •• , . a ... • I I I ""'rJ •• • Ia a It • • • • (• l A 1-
' 
h 
' \.. V4f" Ia .;,. , DJ: hi: 
-.1 j.. fi- ~ ,. • £C.t. ec.t 
i+ ~ ,.. 
......... /_ • D • • • • ' I llt .... l7 :.- • • • i .. , A • t • II • • \ Dia It • , .,. 
.... 
leo. t: ~ 
47
.£p. cit., p. 76. 49Ibid. 
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Arpeggios with a descending movement; can be continued 
on the remaining six beats of the measure: 
R.H. 
-------r 
R.H. -
There are two kinds of leaps. One concerns the 
interval which is separated by two notes or two remote 
intervals. The other has the wrist depict a curve more or 
less accentuat.ed in nature for carrying one note or inter-
val to the other. 
The first kind: One can either use two fingers or 
the same finger making a very rapid movement. 
r-R.H. 
0 ~ ~ ~ ~ :~ I= 1- 1- ~ ~ d ~ Sv f~: Bvd.;~~ &L- .... -. ! ~!·~ 
J. I' iii 
I \ \J • It Ia • 11\\ .A 
\ Jl "T 
-., r r -r t-. -
50Ibid. 
51Alfred Cortot, Principes Rationnels de !! Technique, 
Pianistigue, p. 75. 
• 
• 
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Second kind: 
5 8v4---i 8vc.t-- ~. 
" 2 :l. 
Vertical Movements. Cortot gives the following 
. 
l 
exercises as preparatory to the study of vertical propulsion. 
The student must count from one to three: 
One for striking the note and allowing the hand 
to fall on the piano quickly, though supple and 
decisively; 
two for continuing the movement of the hand to 
the lower part of the piano and coming down lightly 
on the knee on which it gives support; and 
three fQr bringing the hand back to the position 
of attack.5J 
The wrist and hand are always to be in a constant state of 
suppleness, only the finger used is firm to the moment of 
playing. This should be employed by all fingers, in all 
chords of two tones or more, and in chromatic successions 
of chords. 
. Preparatory exercise: 
52Ibid., P• 76. 53~., paraphrased, p. 77. 54Ibid. 
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An exercise for vertical attack and solidity of the 
fingers; this should be played slowly and hands separately: 
A • ... ,. - ,_ • -~ I! ~ #- ~- • ~ - "' -u ,. • .... --.- - , r- I ,_ IP 
-
7 '"\~ 1-. II r. ~ ._ w r-\ 7 W. 
·-
IIJ :. 
"' 
1-. 
... • """"" ...... """"'- !io-.. ...... II' .) ~........, 
• 
• 
Execution of octaves ~ detached chords: 
/) 
• t. • --e .;~ .. ~~ 
. '" . -~ "·' fl f v • ~ 11 Ill .., t. " . I## Iii 71 ~- • IJ fl If . ' • • ,. .. .. • , • • u "\ l 1-. • ,_ ~ • \:1 J ,_ 
..,.,. I... v -~~ ..... , ... .... ,~.,.-- 1/ ~ l.--)/ ' ~ 
Alternating hands using single and double notes: 
55Ibid., P• 78. 57 Ibid. 
' .. 
• 
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Horizontal ~ Vertical Movements Combined. 
A chromatic scale: 
Double notes and chords: 
~}Jnt4111i I j]J 111111 :II 
Tremolo: 
A /3\ ~~. r-r- FFn r-t=rr t:+~ ~s-n I r-T- r-t--. 
TT I I I r I 1 I T I I I I I . 1 ., I l 
I .....,.. -. II • • II II I • • II • • • ~ 
,. , i#J , 
-'1 r"'\l.. \l I 
......... 
"' 
....... 
-4 ... .... ~ ..... ..... ~ '1 -.... --4 -4 .......... 
ll I I I 
II l I I I I I 
.7 ...,.,.. j 4 • 4 • • * • I I 
_. 
• • 1 n---cJ d/' i "· Jt..t:.l... 
V\ J ,.,, P''/ 
J ............ -.1 ......... .,. .·~ +- ~ .... .... ...... 4-· ... 
Tremolo with the displacement of the hand and with-
out displacement: 
58Ibid., P• 81. 
61Ibid. 
59 d Ibid., P• o2. 
-
60Ibid., P• 84. 
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Among Cortot•s other examples of combined vertical 
and horizontal movements, included are arpeggiated and broken 
chords, chords in the form or scales, substitutions, and 
combinations or broken chords and intervals in a kind or 
tremolo movement, better known as Alberti-bass. In regard 
to the Alberti-bass, the fingers should be powerless with 
agility and using only the force necessary emphasizing the 
melodic contour of the moving part. 'This is executed by 
a succession of balances of the hand in which the amplitude 
is augmented or diminished for the reason or separating the 
intervals. Every balance should coincide with a characteris-
tic attack or the fingers in action.•62 
VIII. OCTAVE TECHNIQUE 
Utilization of supple movements of the wrist in 
executing octaves need not be emphasized, because or the 
apparently obvious justification that is evident. Because 
of the function and actions of the wrist, Cortot has divided 
into three categories the movements of the wrist and types 
of octave execution appropriate to them. 
1. A movement of suspension which involves 
raising and dropping alternately the wrist with 
which the finger playing the octaves leaves the 
keys. 
62Alfred Cortot, Princ1pes Rationnels ~ !! Technique 
P1anistigue, p. 86. 
2. A movement of coming and going involving 
the white and black keys inversely. 
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J. A movement of lateral digRlacement involving 
ascending and descending motion. J 
The movements or suspension are indispensable to the 
execution of connecting octaves. Even an interpreter with 
highly refined technique does not execute octaves with com-
plete unawareness. The fingering of the octaves is important 
to insure agility and a full sound. Muscular considerations 
have been made by Cortot of individual differences in capaci-
ty and aptitude. It is felt that there must be a natural 
aptitude for octave technique which dispenses with the use 
of force, used when the player has weak fingers, and the 
thumb and fingers are strong giving the student a natural 
asset. 
In covering the suspension movements of the wrist, 
the student must be made aware that this involves a counter-
balancing Of inequality; of augmenting the force of resistance 
of the third, fourth, and fifth fingers; and going in con-
trary motion, of the thtimb between suppleness and ease, 
There must be coordination for suppleness and ease, and of 
contradictory muscular efforts. 
63Ibid., paraphrased, p. 88. 
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An exer~ise to make the wrist supple: Count one to 
lower the wrist, and two to raise it. This should be 
J 1-lofd /~ ~z, 
v / 
' 
I 
-, 
0 ~ \ If \ fl_ "") I .. 
\ 1./ , 
' 
-
u ...e- ---1 
,, 
' i 
repeated at least twenty times in augmenting progressively 
the rapidity of the movements. Work the following while 
holding those notes of the octave and in so doing coincide 
the repetition of the rest with the low movements of the 
wrist. 
_A_ 1-idld 
u .;J ,.J ~ --;:/ 
~ CJ .. .. . , . / .. 7 ,, 
' J,:. / 
v y. y 't' -e-
This then leads to playing a chain of octaves applying 
the principle of hand mobilization: 
64 Ibid., p. 88. 66Ibid. 
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From these relatively rudimentary exercises, Cortot 
goes to considerable length to explain and illustrate octave 
technique. Some of the aspects covered are: scales with 
only one octave, sliding movements which are essential in 
legato and chromatic movement, broken octaves in succession, 
repeated octaves, curved movements that accompany ascending, 
descending or inversely played octaves, and quickly moving 
scale and arpeggiated octaves. 
The last group of exercises that Cortot gives are 
those which involve all or most of the techniques mentioned 
above, as well as variants in rhythm and transposition. 
Some of them are as follows: 
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IX. INTERPRETATION 
•Music cannot describe with precision.n68 
Music 1 s realm of communication rouses sensation. 
The duty of the interpreter is to rediscover the feeling of 
the composer. Interpretation demands a recreation of the 
work that is to be played; getting back into the conditions 
under which the work was created. Cortot continues the 
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opinion of the masters of the past, that perfecting instru-
mental technique is not an end 1n itself. It is just a means 
to bring into juxtaposition a concern for poetic understanding 
and communication. When technique becomes more flexible and 
better able to retain 1n execution that which makes music in-
telligible and living, is interpretation being done. 
In that the above is considered to be necessary for 
study, the student must have comprehensive knowledge of his 
music. For Cortot, this means that the student must have 
knowledge of the nationality of the composer, period of compo-
sition, individual character of the composer and the extent of 
his culture, the events of his life, his environment (his read-
ing and such are indispensable aids). The instrument should 
be forgotten; only a medium of communication. 
68Alfred Cortot, Cours d 1 Interpretation, (London: 
George G. Harap and Company, Limited, 1937), p. 13. 
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The emotions or an age are expressed directly by 
its men or genius.69 
In studying interpretation, Cortot feels that the 
student should have an analytical sketch for the purpose 
of informing himself of all or the intrinsic and material 
influences that made impressions on the composer in writing 
compositions. It is also felt that if the student can get as 
close to the composer by using his mind and/or imagination, 
the student will, in a sense, become a part of the spirit of 
the period, composer, and the composition; developing spiri-
tual depth. 
Only through analysis does Cortot reel that spiritual 
depth can be acquired, which is to give the student high de-
grees of sensitivity and reduce most memorization efforts, 
because or the interest and enthusiasm gained from analysis. 
The plan for this kind of research is as seen below: 
1. Surname, Christian names, place and date or 
birth and death of the composer. 
2. His nationality. 
3. The title or the work, Opus number, date of 
composition, and dedication. 
4. Circumstances which governed its composition (according to indications given by the composer). 
5. Plan (form, movements, and keys). 
69Ibid., p. 16. 
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6. Outstanding characteristics (harmonic analysis, 
influences manifested, analogies, affinities). , 
1. Character and meaning or the work (according 
to the view of the performer). 
8. Aesthetic and technical comments--directions 
for study and interpretation.70 
70 Ibid., p. 19. 
CHAPrER VI 
THE ISIDOR PHILIPP APPROACH 
Born in 1863, Philipp was one of the great musical 
figures of his time, and had distinguishable careers as a 
pianist and composer, matched by an equally notable and pro-
found influence as a teacher. He has done much, as has been 
said before, toward aiding the careers of young aspirants 
all of whom have become notables in the field of Music. In 
addition to those mentioned in Chapter II, Philipp assisted 
Busoni, Franck, Widor, Saint-Saens, and Anton Rubenstein. 
When Philipp was studying at the Paris Conservato1re 
his teacher was Georges Mathais, a pupil of the great Polish-
French Romanticist Chopin. When he began teaching, one of 
his principles was that he believed that he could teach 
technique, but that when it is practiced, it should never be 
done independently of the full cooperation of the intelligence. 
It was felt that it was not possible to teach the piano with-
out teaching music and imparting a broad and full sense of 
interpretation. 
"I can give you a hand, strong and independent 
fingers, the great souplesse; I can give you speed 
and dexterity, security, and power. I cannot make 
a heart of a soul."l 
1Henry Bellamann, "Isidor Philipp, 11 Musical Quarterly, 
XXXIX (October, 1943), p. 417. 
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Philipp's writings for the piano are in the form of 
compositions and exercises for technical development. He 
also edited many works, literary and musical, and has writ-
ten some literary articles of his own. Some of the latter 
which have appeared in the Musical Quarterly are: "The 
French National Conservatory of Music," "Charles-Marie Widor: 
A Portrait," and "Some Recollections of Stephen Heller." 
There are several books of exercises, however, but 
there is no specific book of Philipp's principles. The latter 
can only be derived from reading certain articles in perio-
dicals and reading the comments that are placed under the 
exercises. The following are Philipp's books: "Exercices 
\ 
Journaliers, Exercices de Tenues, Exercices ~ Egalement, 
Exercice Technique Quotidian, Exercices Analytiques pour les 
Oeuvres ~ Chopin, Etudes ~ Octaves, Gammes et Arpeges, La 
Gamme Chromatique, Exercices ~.Virtuosit~, and Quinze Etudes."2 
I. SOME BASIC FACTORS OF PLAYING 
Philipp feels that there are seven basic factors to 
be considered by the student when studying the piano. These 
2naily Exercises, Holding Exercises, Exercises for 
Equality, Daily Technique Exercise, Analytical Exercises for 
the Works of,Chopin, Studies in Octaves, Scales and Arpeggios, 
The Chromatic Scale, Virtuosity Exercises, and Fifteen Studies. 
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are: (1) technique, (2) rhythm, (3) tone, (4) pedalling, 
(5) study procedure, (6) interpretation, and (7) repertoire. 
Each of these will be considered giving the ideas of Philipp 
in the following paragraphs. 
Technique. Philipp feels that is should be made clear 
that technique does not mean just the ability to play rapidly. 
Though it must be developed, finger facility is only a mecha-
nical aspect of art. "In its full sense technique means the 
artist's mastery over all the materials of his art, plus an 
equal mastery over his mind and body.•3 Technique involves 
an understanding of the music, avoidance of sentimentality, 
the employment of the pedal, attention to nuances, phrasing, 
and the "control of an andante legato.•4 
The aspects of technique mentioned above can only be 
developed by concentrated practice. An exercise is less 
important when it is practiced without an objective; one 
must know the purpose of the exercise. 
And through every moment of practice, the mind 
must be alert to this purpose, a~d in full control of 
the muscles which accomplish it.5 
Jisidor Philipp, "Points on Piano Study," Etude, LXX 
(April, 1952), p. 10. 
4Ibid. 
5Ibid. 
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Philipp suggests that the student may offer variety 
to his practice by changing the dynamics, placing different 
accents on various beats, and by changing the rhythm. 
Rhythm. Other than occasional changes during practice, 
rhythm and rhythmic indications should be strictly adhered 
to. "Practice for rhythm. 16 When there are indications or 
ideas for accelerando, ritard, or rubato, it should not be 
left up to fancy as to their employment. Such practices 
should be carefully prepared in a reasonable plan. 
~. Good tone depends on freedom and relaxation of 
the wrist and the shape of the fingers. The guide that aids 
one in acquiring a variety of tone is the ear. Therefore 
the development of aural sensitivity is most important. The 
ear will help attain "a colorful, expressive tone (which) is 
the pianist's highest asset.n7 For material, Philipp suggests 
that 
plain scales offer sufficient material if one 
plays them with varying dynamic gradations, with not-
too-higg finger action, or with portamento finger 
action. 
When double forte is desired, the finger weight on 
the key increases, and in pianissimo playing the finger weight 
7Ibid. 
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decreases. In the latter, the hand is kept as light as 
possible and held slightly high. "One should practice tones 
as well as agility--everyday!"9 
When one practices for a "rich singing tone"10 the 
fleshy part of the finger should be carefully placed on the 
key. Philipp describes this as kneading the key, with the 
fleshy part, not extreme tip of the finger. 
Pedalling. It is suggested that the student not use 
the pedal when playing until the technical difficulties of a 
composition have been overcome. The pedal should be pressed 
and released just after the action of the fingers, not at the 
same time. Failure to use the pedal at just the right moment 
destroys tone and phrasing, making everything sound as if in 
a blur. 
Procedure !2£ Study. When studying a composition for 
the first time, the student is encouraged to read it very 
carefully, slowly, and several times. This helps him become 
aware of the problems. It has been suggested that the 
student practice the left hand (bass) part alone, because 
this is the foundation of the harmonic structure. 
9rbid. 
1°Ibid. 
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After practicing the bass part, the student then 
approaches those passages that present difficulties. "Only 
then (when the structure is clear and difficulties have been 
solved) can one begin study from which the unity of the 
piece will emerge.nll One is encouraged to work methodically 
using intelligence and without haste, drawing a clear picture 
of the aim to be reached in any given work. 
Philipp insists that each piano composition should be 
analyzed before attempting to play it by checking the key 
signature, rhythms, themes, and harmonic progression. Slow 
practice is emphasized when the student begins study. After 
greater speed has been developed, one should return to slow 
practice to secure technical and musical details in the mind 
of the student. 
Interpretation. "• •• the performer's individual 
way of ~tating exactly what the composer had to say.nl2 
Interpretation involves the study of periods and styles; the 
ability to think through musical and technical problems and 
revealing one's personality. 
11Ibid~ 
12Ibid. 
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Repertoire. The repertoire of the piano student 
should be based on the "classics," and must be learned 
regardless of modern trends in personal taste. Philipp 
feels that the compositions of the past give the student a 
foundation which the currently composed music cannot sur-
pass. 
II. PIANO TEACHING 
The following views are those that have been expressed 
by Philipp, and are felt to be of utmost importance to all 
teachers of piano. In a general statement, he feels that 
"teaching implies • • • training the student's mind to the 
acquisition of technic, the development of intellectual and 
emotional qualities, the cultivation of aesthetic sensibility, 
and the power of criticism.•lJ 
The "ideal" teacher of piano is one who possesses more 
than a knowledge of music and technique. The teacher must 
have full knowledge of his subject, perfect technique, a 
critical awareness of every detail of technical methods, and 
the ability to explain. The teacher must make his students 
understand that technique is only a means to an end. 
13Isidor Philipp, "Points on Piano Teaching," Etude 
LXX (March, 1952), p. 9. 
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Approach. The first duty of the teacher is to train 
the senses of his pupils, because all knowledge reaches the 
brain through sense perceptions. It is most important that 
the student sees and hears correctly. When incorrect impres-
sions are made an obstacle presents itself which deters 
mental development. If incorrect impressions are made, or 
may be made, a way to avert this is by arousing the student's 
utmost attention to every detail of the work. 
Interest. The interest of a student is usually stimu-
lated when he sees that his technical powers are increasing. 
I cannot sufficiently stress this point--once 
interest is awakened, mechanical practice ceases to 14 be boring and the driest exercise can yield pleasure. 
Experimentation. The student should always be made to 
feel free to ask for supplementary information on any obscure 
subjects. Encouragement should be given to pupil •exploration;" 
finding things out by questioning and experimentation. As a 
result, knowledge that is acquired through this method becomes 
deeply entrenched in the student's mind. 
By experimenting, students of similar proficiency can 
play for and listen to each other, thus finding out new things 
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that under the guidance of the teacher would not be quite as 
vivid. 1 Pupils who begin by criticizing others end by 
criticizing themselves.•l5 
Progressive Teachisg. Progressive implies beginning 
from the simple and going to the more complex. In art, pro-
gressive teaching concerns two parallels, one of which is 
intellect, and the other is technical. There must be 
development of coordination between the mind and the body, 
both understanding each other. 
Philipp expresses the ideas that the facts of music 
should be taught before the symbols, and only one technique 
or idea should be taught at a time. When the student pro-
gresses to different levels of competency, the teacher must 
make careful note that all preparatory knowledges and skills 
have been assimilated. This does not mean only preparatory 
exercises, but beginning compositions as well. 
Method. A fact Philipp feels should always be upper-
most in the mind of the teacher is that all students are not 
the same. Each student, therefore, should not be approached 
or guided in the same manner; he is an entity. The greatest 
services that can be offered are guidance towards proper 
musical conceptions and exploring all of the qualities 
and/or capacities of the pupil. 
III. MATERIALS 
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Philipp expresses the necessity of the study of the 
Well-Tempered Clavichord. The exercises of Cramer, Czerny, 
and Clementi are imperative tor the development of lightness 
of touch, flexibility, agility, grace, and evenness. 
From Philipp's books of exercises there is an abun-
dance of material provided specifically for the development 
of piano technique. Of the ten books previously mentioned 
only six were available, and it is from these that a concept 
of his productivity may be realized. 
Exercices Journaliers. This set of exercises is 
addressed to only those students of the piano who have 
studied works beyond average difficulty. They are primarily 
excerpts from many of the larger, more difficult works for 
the piano. The student will find exaggerated fingering and 
extremes in transposition that Philipp feels will help the 
student attain a solid technique. There is also work for 
practice in playing passages of diverse dynamic degrees and 
touch. 
The format shows the following categorization: (1) 
Extension, (2) Independence of the Fingers, (J) For the Left 
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Hand, (4) scales, (5) Arpeggios, (6) Double Notes, (?) Trills, 
(8) Octaves and the Wrist, (9) Rhythmic Exercise, and (10) 
Diverse Ones. 
Extension: 
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Scales: .To be.played slowly and with much articulation: 
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Gammes .§! Arpeges. All or the exercises in this 
work are by Philipp. He provides preparatory exercises for 
playing the scales, rhythmic variants in scale playing, 
thirds and sixths written as scales, and scales written out 
in parallel and contrary motion. Only one fingering is 
suggested. 
The arpeggios are written out for every key, major 
and minor, with a prescribed fingering. All arpeggios are 
written out in block chords. Arpeggios are provided using 
the dominant seventh chord; also in every key. 
Preparatory exercises: 
~ 
f\. 4 " .c J l l I 
, .... _ ... - J. " l ~ • \" n. ~ - , 
'Jv' 'TJ',_ :::1 • -,.J-
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' r • r It .. I I t. , I • • 
-
t I l 
• 
' 
22Isidor Philipp, Gammes ,!! Arpeges, (Paris: A. Durand 
et Fils, 1898), p. 1. 
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~ Gamme Chromatigue. This material is specifically 
relegated to the chromatic scale with each exercise worked 
through all dynamic levels, and is to be worked through 
different degrees of speed. Exercises of the chromatic scale 
are written in parallel and contrary motion, rhythmic variants, 
and at various intervals. Also included are examples of the 
chromatic scale played by crossing the hands, played as a 
glissando, and that stress speed and articulation. 
Diverse 
Diverse rhythm: 
Crossing the hands: 
12. ~. 4 
23Is1dor Philipp La Gamme Chromatigue, (Paris: Au 
Menestrel-Heugel and cle, 1904-5), p. 2. 
24Ibid., p. 7. 
25rbid., p. a. 
) 
Exercices de Tenues. These exercises have been 
devised for the development of equality of the fingers. 
Each exercise given is to be transposed after the previous 
modulation, and belongs to either of two primary formulas. 
Example of the first modulation formula: 
Example one: 
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26
rsidor Phil1pp1 Exercices £a Tenues, (Paris: Au Menestrel-Heugel et cle, 1904=5), p. 2. 
27Ibid. 
Example two: 
A ~ , ..,.......;:: 
-
~ -- ~,"-, 454134345- ~#4- at. 
L ...,.. ~ ....,.,. .. 
O·fl:l..l_ o ' 
• • I 1 . • 
' ~ Example of the second modulation formula: 
The formulas of this second set are to be applied to the 
exercises written under the first set. Philipp has pro-
vided exercises in the first section that concern almost 
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every technical problem, still maintaining the held tone 
while the other fingers are working. Only one fingering is 
suggested for each exercise, all of which can be repeated 
as many times as desired. 
The second set of modulations consists of thirty 
~~ups of chords using from four to five fingers. Appli-
cation of al~ the fingers in these exercises develops 
equality and embraces the technique of the wrist. Only a 
2Brbid., p. s. 
29rbid., Part Two, pp. 1, 2, and 3. 
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few of these may be used by the student of little technical 
development. 
The exercises are to be worked very slowly, not using 
the maximum amount of strength and without exaggeration. At 
the same time the student must search to obtain a clear 
rounded tone. The hand and arm should be watched very closely 
to insure suppleness. Particularly in the second formula, 
the hand must be supple and light; the fingers articulating 
without exaggeration, and to be practiced in all degrees of 
force and speed while avoiding all striking from the shoulder, 
arm, and wrist. 
Exeroices ~ Virtuosite. A very concise coverage con-
sisting of exercises concerned with every technical difficulty 
is provided, and given with every sort of analysis for indis-
pensable daily work. 
To obtain the required effect, one must work 
slowly with hands separated; suppleness through the 
arms, the fingers articulating with force and enforcing 
the touch in reality with, always, a bland and heavy 
sonority and a perfect equality in this sonority. 
We recommend • • • the system of displacement of 
accentuation and modifications of the following rhyth-
mic group: 
.. Im: mJ: .F.Jf.J !-J~.J j: Im: JW. 
v .., "# "' y ., v v v v 
30r~idor Philipp, Exerc1ceB ~ Virtuosite, (Paris: Au 
MenestrelMHeugel et cie,?), p. 1. 
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These diverse forms of work should be to different 
degrees of the metronome and in employing all types 
of nuances, ff and pp, f and p, mf, in crescendo and 
diminuendo passages, ••• JO 
The exercises of work are categorized in the same 
manner as are found in Exeroices Journaliers. The difference 
between the two books is the degree of difficulty of the 
material presented. 
Etudes ~ Octaves. An arrangement of octave studies 
has been made by Philipp after the works of J. s. Bach, and 
should be practiced slowly and with continuous suppleness of 
arm and wrist. It is suggested that the fourth and third 
fingers may be used to replace the fifth finger in legato 
octaves on the black keys. The purpose of the exercises is 
to correct the natural inequality of the wrists. As before, 
All (J 104 112) tqro = - ._ -t ..... -t 
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' ~lisidor Phili:pp, Etudes en Octaves, (Boston: Oliver 
Ditson Company, 1910), p. 6. 
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the student should practice with different degrees of force, 
dynamics, and touch. Other ways or practicing are: (1) the 
right hand legato, the left hand staccato, and reversed; (2) 
the right hand piano, the left hand forte, and reversed. The 
preceding is an example or how Philipp has devised Bach's 
compositions for octave study. 
It is unfortunate that someone has not recorded the 
ideas and principles or Philipp, but this remains, however, 
a distinguishing feature in this study. Matthay recorded 
the results or experiments and teaching; Leschetizky had 
two assistants to record the approach that was his; Cortot 
published all of his ideas in several volumes; Philipp may 
have recorded his ideas, but none of them or transcriptions 
have reached the public through volumes, only through arti-
cles occasionally written in periodicals. 
The circumstances and principles of each pedagogue 
have been discussed in detail. The following chapter will 
bring the expressed ideas of all pedagogues (Chapters III, 
IV, v, and VI) into closer proximity for general and specific 
considerations. 
CHAPrER VII 
COMPARING MATTHAY, LESCHETIZKY, CORTOT, AND PHILIPP 
I. PURPOSE OF COMPARISON 
All persons who study or teach piano may be called 
students of piano. During one's playing years, one will 
often find persons who claim that one method of playing 
is more effective than another. Unconsciously these 
•proclamations" are taken as being true or are reoe1ved 
with silence, giving an impression more so of agreement 
than neutrality. 
However, many persons research these claims, but 
often discontinue the quest, because all of the answers are 
so hard and time consuming to find. It would take many 
volumes to answer those questions, but the writer hopes that 
this presented study will diminish the number. 
It is not the intention of the writer to declare any 
one of these pedagogic methods as the better of the four or 
the many that exist. On the contrary, this comparison will 
present differences and similarities that have been found 
with as little subjectiveness as possible. It will be left 
to the reader to decide on his preference, if any. 
201 
II. DEFINITIONS 
Matthay. Conception and execution through the applied 
analysis of tone production, muscular education, and-per-
ception of musical sense, may serve to state the definition 
of the Matthay method. Matthay requires a considerable 
amount of reading and thorough understanding on the part of 
the teacher and/or student. The contents are not difficult 
to understand, but require a certain amount of patience, 
because of the repetitiveness of his literature. 
Leschetizky. The Leschetizky method is defined by a 
high degree of emphasis on the muscular development of the 
playing apparatus, attention to tonal color and effects, 
and thorough knowledge of melodic and harmonic design. Ex-
ercises concerning the development of the fingers constitutes 
a considerable part of his method, though the other aspects 
of technique are not neglected. This is the oldest of the 
four methods. 
Cortot. Attaining the maximum amount of technical 
development through detailed study and a depth of musical 
understanding through historical analysis and/or the study 
of the composer, technique, and composition is the aim of 
Cortot•s approach for the dilletante and professional. 
variety seems to be important, because he provides many 
exercises to serve one objective. This is the more recent 
of the four methods. 
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Philipp. It is somewhat difficult to define the 
approach of a pedagogue, the details of which are not 
readily accessible to the writer or the general public. It 
would seem that the aim of Philipp was to develop the mind 
to the disciplines of piano study, and thus disciplining the 
body. Technical development is only a means to the musical 
end, thus there should be a complementary understanding 
between the physical and the intellect of the aspirant. Pi-
ano study must have meaning for the student, and it can have 
meaning through the use of progressive teaching techniques. 
III. SPECIFIC DIFFERENCES AND SIMILARITIES 
This section will be approached through discussion 
of each pedagogue 1 s viewpoint as regards aspects of piano 
study. These ideas will be presented under fourteen cate-
gories that are felt to be broad enough so that the reader 
may gain general understandings. The categories are: ( 1) 
Presentation, (2) Preparation, {J) Exercises, (4) The Fin-
gers, (5) The Wrist, (6) The Arm, (7) Playing Position, 
20) 
(8) Velocity Studies, (9) Memorization, (10} Interpretation, 
(11} Pedalling, (12} Practice, (lJ) Additional Provisions, 
and (14) Distinctive Characteristics. 
Presentation. When Matthay speaks through his litera-
ture, he presents his ideas in a relatively academic manner, 
with a tendency to be dogmatic. He repeats his ideas so 
that they will, as the student studies, become a natural 
part of his pianistic thinking. On the other hand, Cortot 
is very informal, at times humorous, but concise and precise. 
Since Leschetizky does not speak at length in the literature 
containing his principles, no real conclusions can be drawn. 
Philipp speaks to the teacher and the student through his 
articles. He, too, is quite concise and most precise as re-
gards matters of teaching technique and disciplined study. 
Preparation. All methods can be used with beginners 
of the piano, but the age of the user has to be decided by 
the teacher. Mental and muscular development for compre-
hension, retaining ideas, and application should be carefully 
considered. Leschetizky does explicitly state that the study 
of harmony and counterpoint are necessary for piano study, 
either before taking lessons or while taking lessons. 
Exercises. Exercises are not a major part of the 
Matthay approach, but some are available. Leschetisky 
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provides special relaxation exercises, many for strengthening 
the fingers; most are for finger technique alone and have 
detailed directions, and are similar in nature. He suggests 
a fingering, but has said that the student should try a 
number of fingerings and then make a decision according to 
the one that is most·appropriate and comfortable. He also 
suggests that if the edition of music used suggests a finger-
ing, the student may try it first before deciding. 
Cortot provides many exercises of considerable variety; 
preparatory exercises for each new technical study; a special 
preparatory section to the method itself, the aim of which 
is relaxation of the muscular apparatus; numerous possible 
fingerings for the exercises to develop flexibility and in-
dependence. He also gives the student a choice by providing 
so many exercises to overcome a specific problem, and asks 
the student not to make any changes, because of the develop-
mental plan. 
Philipp's books are principally those of exercises. 
He does not give a great variety of fingerings, but like 
Cortot, provides many to meet the same problem. In some of 
his literature Philipp writes out all of the scales and 
arpeggios in all of the major and minor keys, to lessen the 
possibility of error. Most of his books contain material 
for students who have progressed above the average level of 
technical proficiency. 
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~ Fingers. To Matthay, the fingers are most 
important, because their exertions in addition to those of 
the arm cause tone production. They also help to determine 
key-descent. He says that the fingers may be used in either 
of two positions, bent and flat, but does not feel that only 
one is best for all types of execution. Three forms of 
muscular combination influence finger action. 
Matthay feels that the little finger used in flat 
position keeps the student from attaining any degree or 
brilliance, and should be kept more elastic than the other 
fingers. Each finger should be trained individually to fit 
in relation to the functions of the others, from which even-
ness should result. The muscles of the weaker fingers should 
be exerted more than those of the stronger fingers. 
In key-descent, the fingers should be in position 
before key depression takes place. The bent and flat finger 
attitudes should be assigned to the proper clinging and 
thrusting movements. The thumb should be kept away from the 
hand. Depressed knuckles should be avoided, and the fingers 
should not reach the edges of the keys or the outside edge 
of the keyboard; no unnecessary lifting should be allowed. 
Lesohetizky gives much attention to the development 
of strength in the fingers. He recommends a relatively high 
position. The student should keep his nails short so that 
he only plays on the fleshy tips; the thumb is held away 
from the hand with the end joint bent slightly. The thumb 
is given special attention in discussions on scales and 
arpeggios. 
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The fingering of a composition should be appropriate 
to the size and striking capacity of the pianist 1 s hands. 
Loud notes are played with the stronger fingers and the 
soft notes are played with the weaker fingers. Illustrations 
are provided throughout the method showing exactly how the 
fingers should be held. 
Leschetizky also clears up the idea that long fingers 
are better than short ones. Long fingers tire faster in 
close passages, whereas short fingers can stand fatigue much 
better. Long fingers do show superiority in wide leaps and 
large~chords, but the true brilliant touch comes faster with 
short fingers. 
The hand must be adjusted for each distinct passage, 
the exertion of the hand cannot be done without the related 
exertion of the intervening finger when produci.ng a tone. 
Cortot makes no specific statements regarding the 
hand, but seems to think of it only in view of the fact that 
it is the connecting link between the fingers and the wrist. 
However, Cortot gives very defined ideas pertaining to the 
use and importance of the fingers, particularly the thumb. 
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Though some are particularly relegated to other things, 
most of Cortot•s exercises are for the development of equality 
and independence of the fingers. He has devoted a special 
category to the passage of the thumb, in which the thumb is 
prepared and thoroughly trained for its duties as a multi-
plying element in scales, arpeggios, and in polyphonic 
passages. He provides a section on extension which is to 
enhance the stretching capacities, as well as strengthen 
the weaker fingers. 
One interesting point that Cortot makes in regard to 
finger development is that the individual construction of 
the hands of students must be carefully considered. This 
is especially important when the student studies exercises 
-for extension. All of the pedagogues emphasize the matter 
of individual differences in hand and finger construction 
as determinants on progress and influenc~on teaching. 
Philipp contends that slow practice is one way to 
insure finger security. A student may practice any exercise 
for finger development numerous times, and the result may 
still be weak fingers if the tempo is too fast. The teacher 
must emphasize the purpose of various finger exercises so 
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that the student's attention and/or concentration may 
have direction. 
~ Wrist. Matthay discusses the wrist in regard to 
two positions, high and low. The primary point to remember 
is that the wrist must always be kept free of tension. When 
one is playing fast or is playing agility passages, he recom-
mends a high wrist. The low wrist is suggested for the singing 
.. 
melody. The wrist gives one assistance in attaining desired 
tone colors. The movements of the wrist are horizontal, ver-
tical, and rotary. 
Leschetizky feels that the only way to get firm grasp 
of the keys is by raising the wrist. The wrist must be 
flexible especially when executing the wrist staccato. The 
wrist is of prime importance in the playing of scales, arpeg-
gios, octaves, chords, and glissandi. It is also necessary 
for phrasing. 
Cortot devotes a special category to the technique 
of the wrist, because it is realized what a vital part of 
the playing mechanism it is. The function of the wrist has 
been divided into three parts: (1) horizontal movement 
which is particularly used in playing glissandi, crossing 
the hands, ascending and descending arpeggios, and leaps; 
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(2) vertical movement used in the execution of successive 
chords, detached chords, octaves, and alternating hands; 
and (3) horizontal and vertical movements combined used in 
the chromatic scales and arpeggios, double notes and chords, 
substitutions, combinations of broken chords, the tremolo, 
and the Alberti-bass figure. Each one of these is exten-
sively treated with corresponding examples for each exercise. 
Philipp provides exercises for the wrist, but as to 
specific ideas or a detailed coverage, no conclusions can be 
made. However, he has been quoted in Chapter VI emphasizing 
the necessity for suppleness of the wrist. 
~ ~. Matthay discusses first, a kind of arm touch: 
Arm Touch results when the lapse in the arm sets 
free more muscular energy than can be supported by 
the degree of finger and hand activity employed at 
the movement against the key; arm, hand, and finger 
will simultaneously descend with the key.l 
The arm supports the finger and hand exertions. Six 
ways of using the arm are given by Matthay, the most impor-
tant of which are the poised arm and the rotative forearm. 
Of the latter, Matthay has formed a principle, Forearm Rotation. 
Arm weight is also discussed which involves the presence of arm 
weight behind the finger and hand, and enable them to act 
more effectively against the key. 
lTobias A. Matthay ,_ The Act .. Of Touch, (London: Bosworth 
and Company, Limited, 190;), p.~. 
Cortot and Leschetizky only refer to the arm in 
connection with its function relating to the functions of 
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the wrist, hands, and its aid in relaxing the muscles. The 
exerc.ises suggested in Cortot 1 s category, Daily Gymnastics, 
are designed for the relaxation of the arm and the use of 
its weight when applying pressure or force. Philipp's ideas 
were not available, however, it was mentioned that the stu-
dent should watch the arm and hand so that they remain supple. 
PlaYing Position. Matthay feels that good or bad 
position insures good or bad playing, and at times makes 
things either easy or difficult. Good position is the re-
sult of good balance of the parts of the body. 
Leaehetizky feels that the distance from the piano 
should be such that when the arms are bent, the finger tips 
can reat on the keys and the feet touch the pedals comfor-
tably. The elbows shoald always be level with the key 
.. 
surface, though it can be adjusted if necessary. 
The only comment that Cortot makes about position is 
that it should be so that the player has no discomfort, and 
finds it convenient to reach the extremes of the instrument. 
There is no known comment on playing position of Philipp's. 
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Velocity Studies. Leschetizky offers suggestions 
for fast playing, but recommends the following supplementary 
materials: Kullak 1 s School of Octave Playing, Czarny's Art 
2! Finger Dexterity Qe. 740, Exercises !Qr ~ Left ~~ and 
Forty Daily Exercises, and Clementi's Gradus ~ Parnassum. 
Cortot gives a considerable amount of velocity exer-
cises throughout his method, and each of them are under a 
specific category so that the student may turn to any parti-
cular part that pertains to his need of the moment. The Etudes 
and Preludes by Chopin and some works by Bach, Brahms, and 
Liszt are also suggested. 
Matthay only mentions velocity in connection with 
his ideas of relaxation. Philipp's exercises all may b~ used 
for velocity study, and in certain of his books he includes 
preparatory sections. The book, Exercices ~ Virtuosite, may 
be regarded as specifically written for velocity study. 
Memorization. Matthay gives extensive treatment to 
the topic of memorization. It is discussed from the stand-
point of the student having a concept of "the whole.• The 
necessity of analysis is emphasized which would educate the 
student to a greater understanding of the components of a 
composition, and thus having a thorough understanding. 
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Matthay also discusses three types of memory, the 
musical, visual, and muscular. Only by perfect understanding 
of the component parts in relation to the whole work can one 
conceive of a musical picture and hope to produce it. 
Leschetizky gives a specific procedure that leads 
toward memorization. It is known today as the "phrase, mea-
sure, or part method' which can be done either at the piano 
-
or away from the piano. 
Cortot also discusses memorization from the standpoint 
of analysis. A specific chart is provided for the student 
as a guide for study of the composer and the composition. 
This analysis is also to make easier the problem of memori-
zation. No comments were available regarding Philipp's ideas 
on this topic. 
Interpretation. Matthay and Cortot have written 
books on the subject of interpretation, but Cortot is speci-
fically recognized as an authority on the interpretation of 
the works of the Romantic period, and more specifically on 
the works of Chopin. In Cortot 1s book, Cours s'Interpretation, 
he gives a plan that has been mentioned in the previous sec-
tion, discusses the importance of interpretation and the 
fact that music does not give an accurate description, and 
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analyzes all of the Bach preludes and fugues, Chopin preludes 
and etudes, and compositions representing all of the major 
piano forms in all of the keyboard periods. 
Matthay wrote Musical Interpretation in which he also 
covers the significance of interpretation, and the rubato 
principle. Other aspects duscussed are dynamics, phrasing, 
accelerando, diminuendo, musical sense, the emotional impart 
of music, and •the whole" concept, emphasizing musical cli-
maxes; harmonic and melodic. 
Philipp emphasizes the fact that interpretation 
reveals the personality of the performer, as well as the 
ability to reproduce the musical intent of the composer. If 
the student has disciplined himself to the mentioned aspects 
of piano study and performance in Chapter VI, the Philipp 
requirements ;would have been fulfilled. 
Pedalling. Matthay feels that pedalling should be 
practiced by either letting the pedal rise as the key is de-
pressed or by depressing the key as the pedal is lifted, the 
latter being a type of syncopated movement between the hands 
and feet. 
Leschetizky says that the alert ear is a requisite for 
pedal study, along with a knowledge of harmony. The pedal's 
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use is governed by the melody, harmony, and tempo of the 
composition. It is also pointed out that the pedal not only 
serves the obvious purposes of softening and dampening, but 
helps bind tones and aids in creating effects. 
Cortot does not discuss pedallin~ specifically, but 
just in his discussions on how particular pieces are to be 
interpreted in his Cours d'Interpretation. 
Philipp feels that the student should not use the 
pedal until he has mastered all of the mechanical or techni-
cal difficulties. Other than the obvious functions, Philipp 
states that the pedal provides shading. There seems to be 
a preference for the syncopated type of pedalling, rather 
than that type in which the tone is played at the same time 
the pedal is pressed. Corr~ct pedalling is important to 
tone quality and phrasing, which become a blur if incorrectly 
executed. The touches, legato and staccato, are impossible 
to perceive if the pedalling is incorrect. 
Practice. Matthay says that practice should always 
be meaningful. Practice is what happens between learning 
and mastery. Analysis should be the factor which gives the 
practice session meaning. 
Undivided attention is required for practice, accor-
ding to Leschetizky. This degree of attention is required 
even for the simplest exercises, and of prime importance 
when practicing away from the piano. Leschetizky provides 
some suggestions for practice, and the relationship of the 
fingers to the brain is emphasized. Thinking is essential 
and in the end determines the level of mastery. 
215 
Cortot does not discuss practicing specifically, but 
only in connection with how a specific technique is to be 
practiced or the developmental plan of his method. 
Philipp suggests that the student should be encouraged 
to make his practice sessions more interesting by adding 
variety; rhythmic changes. He feels that the student should 
read through a composition very slowly and carefully so that 
the technical problems presented and matters concerning form 
and musical demands regarding interpretation can be carefully 
checked or marked from close observation. Only when these 
matters are realized and the technical difficulties solved 
should the student begin study. 
When practicing the student must always think and 
stay alert to any new ideas that may appear after the first 
reading. Philipp mentions that each composition contains an 
aim to be reached intellectually and physically. Analysis 
is a most important aspect of practice which should be con-
tinuously brought to the awareness of the student by the 
teacher. 
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The student is advised to practice slowly first. 
After the required tempo has been reached, Philipp suggests 
a return to slow practice, thus cementing the understandings 
and technical requirements. This last suggestion also de-
velops flexibility of execution at various tempos for the 
same work. 
-· Additional Provisions.' Matthay provides special 
commentaries on teaching for the piano teacher in his book, 
~ Commentaries QB ~ Teaching Qt Pianoforte Technique; 
discussing piano teaching, its problems and objectives; and 
suggests the use of teaching methods used in other fields 
for piano teaching. Also provided are condensations and ex-
tracts from his larger works into smaller chapters or volumes 
for convient use. 
Leschetizky provides rules for performance, supplemen-
tary material, illustrations, and detailed explanations of 
the exercises. 
Cortot gives the student and teacher extra staff 
paper for new or different exercises, clearly lays our the 
plan of study with specific directions as to how each sec-
tion should be studied, and gives suggestions as to special 
student problems. Also provided is a chart of all piano 
works from the earliest century to the present century, 
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categorizing them according to musical period, degree of 
difficulty, and to the areas covered in the method. The 
latter was provided so that special attention or review can 
be given to weak points without covering the whole method. 
Since thereis no written method containing Philipp's 
ideas, additional provisions can only be discussed in refer-
ence to his books of exercises. In Gammes ~ Arpeges, all 
of the scales and arpeggios in all major and minor keys are 
written. Philipp is very concise so as not to confuse the 
student by giving an abundance of directions. There is also 
room left for experimentation in fingering, by suggesting 
only one, not claiming that it is the only possible way to 
execute a specific exercise. 
In Philipp's Exercices Journaliers, specific areas 
-
of technical study are covered. In this work the exercises 
are excerpts from many of the major compositions, placed under 
a specific area so that the student may see immediate appli-
cation of a particular technique. 
Distinctive Characteristics. Matthay's method, as 
has been said before, divides piano study into two major 
aspects, Conception and Execution. There is great concern 
with the problems of playing, the root of which seems to be 
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based on the necessity of understanding tone production, the 
basis of which is knowledge of key-descent. Essential to 
the two divisions is muscular education, which is discussed 
in terms of tone production and execution of specific aspects 
of technique. 
Due to Matthay's constant reiteration the student or 
teacher has much reading to do before there can be a grasp 
of the essential idea or principal ideas. He is also a firm 
believer in musical analysis, necessary for interpretation 
and memorization. 
The writers of the Leschetizky method give an abundance 
of illustrations of the recommended hand and finger positions, 
detailed descriptions of his exercises, give musical examples, 
and rules for musical performance. The strong points of this 
method are: (1) conciseness, (2) consideration of basic 
technical study, and (J) discussion of such aspects as tone 
color, practice of many gradations of dynamic levels and 
kinds of piano touches for the same exercise, and sight read-
ing; and (4) emphasis on the fingers as the primary objects 
of technical study. 
Cortot gives clear explanations, varied exercises with 
numerous fingerings, incorporated aspects of historical 
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pianistic development, gives detailed, specific technical 
treatment such as in the technique of the wrist, a principle 
of daily transposition, and emphasizes analysis as the key 
toward musical depth of understanding. Though he develops 
the technical aspects to a great degree, its subservience to 
musical performance is never forgotten. 
Philipp has remained important in the minds of present 
pedagogues through the years, because of his reputation as a 
performer, composer, and pedagogue. He did not write exten-
sively of principles, and to the knowledge of the writer 
of this study, no one has. Philipp's ideas on teaching piano 
are related to the early ideas of the Progressivists. Student 
experimentation is encouraged, student-student criticism, and 
the study of the "classic• repertoire as a foundation for 
repertoire and appreciation. A disciplined and orderly study 
of the piano and its works is emphasized. Much concern has 
been expressed regarding the competency of the piano teacher 
and the responsibilities that complement that position. 
The best teaching method is to avoid method. In 
his basic natural equipment each student is an entity 
in his own right • • • 2 
The non-competitive idea must be instilled in the stu-
dents by the teacher, and judging oneself by oneself. Another 
2Isidor Philipp, "Points on Piano Teaching,• Etude, 
LXX (March, 1952), p. 9. 
principle is that the student must be reminded that there 
is always room for improvement. The greatest service that 
a teacher of piano can extend to students is to develop 
much awareness to musical conception. These ideas are the 
reason for Philipp's distinctiveness. 
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CHAPrEH VIII 
CONCLUSION AND RECOMMENDATIONS 
Conclusion. The history of piano pedagogy reveals 
that piano playing has made great steps leading toward 
advancement that often are not realized by students today. 
Just as in other areas of Music, pedagogic progress has been 
influenced by the advancement and development of keyboard 
instruments and piano composition. Such men as the organists, 
virginalists, and more specifically J. s. Bach, Scarlatti, 
Couperin, C. P. E. Bach, Clementi, Hummel, Czerny, Beethoven, 
Liszt, Chopin, Brahms, and the four discussed pedagogues 
have given piano professionals and dilletante a tremendous 
heritage. 
Matthay, Leschetizky, and Cortot stress relaxation 
as the necessary factor in piano technique. This probably 
is when they are often recognized as exponents of the so-
called "Relaxation School.• In Philipp, discipline of 
thinking and pianistic act is important. All pedagogues 
accentuate the practice of musical analysis, because it is 
felt to be a great determinant in pianistic execution, in-
terpretation, and communication. All of these pedagogues 
have points on which there is apparent agreement, but they 
also have certain distinguishable differences. 
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By comparing the ideas of_pedagogues who have lived 
during different periods or time, one finds that their ideas 
can be categorized under some areas or piano study that are 
few in number compared to the many that are presented. This 
may prove the fact that though there are many aspects to 
piano study, at times radically different, they all relate 
to general conslderations of study. All of the four peda-
gogues would agree that the fingers, arms, wrists, hands, 
and feet are the particular factors involved in an aim 
towards pianistic coordination. The fingers and wrists are 
the primary factors involved in facility, agility, and gen-
eral technical execution. The arm and the remainder or the 
upper torso are determinants in applying weight when playing 
as well as in the principle of relaxation. 
The mind is the center or physical and emotional-mental 
application when playing. All of the four pedagogues empha-
size the fact that, though numerous pages are used to develop 
technique from the physical end, technical facility is subser-
vient to matters of interpretation and communication. 
Having presented the history of piano pedagogy first, 
then discussing the methods, and comparing them, it is hoped 
that the reader will be able to see the progress, the heritage 
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from the past and its influence on the present, and the 
significance of each contribution. It remains for all stu-
dents of piano to continue such levels of research and 
practice as have been discussed on the preceding pages. 
Recommendations. The movement in the 1960 1 s towards 
inculcating "The Arts• into the various spheres of man 1 s life 
brings and will bring more persons of all ages to private 
studios, the field of Music itself, and to the specific area 
of Applied Piano. Today there is an abundance of piano 
students and persons interested in learning to play the piano 
due to the work of past pedagogues. However, there are still 
persons who teach, but have not had specific training in pi-
ano pedagogy. 
More than ever before is there a need for enough 
competent teachers and enough literature concerning the art 
of pianism, in all of its aspects. Today the piano is not 
only recognized as a principal instrument for social and 
formal performance purposes, but is a fundamental instrument 
necessary for many educational purposes. 
The teacher with limited training is something that 
the field of Music Education would like to discourage. In 
order that this type of teacher or teaching may be discouraged 
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there is a need for greater emphasis on an awareness of 
teaching methods. As Tobias Matthay has said, "piano teachers 
should be aware of the methods used in other fields," in ad-
dition to a thorough knowledge of those specifically relegated 
to the study of the piano. 
As a result of this study, the writer wishes to suggest 
some possible areas and/or topics for future research: 
1. Technique for Twentieth Century Piano 
_, 
2. The Relationship of Contemporary Piano Methods 
to Those of the Past 
J. An Analysis of Some Piano Compositions of the 
Romantic Period and Their Performance in View of 
Contemporary Playing Practices 
4. A Comparative Study of Performance Practices of 
Various Musical Periods 
5. Applying Academic Teaching Methods to Applied 
Piano Study 
6. Contrasting the Differences in Significance of 
a Foundation in Twentieth Century Technique and 
Repertoire and the Traditional "Classics" Background. 
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